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ABSTRACT 
 
This practice-led enquiry investigates the use of digital projection as a compositional tool in 
live performance making. Through four creative development cycles, the performance 
Genesis was created. The impetus for the study was the artist’s desire to use digital projection 
in performance but in a particular way: to realise an aesthetic idea. For Immanuel Kant, an 
aesthetic idea is “a representation of the imagination associated with a given concept, which is 
bound up with such a multiplicity of partial representations in its free employment, that for it 
no expression marking a definite concept can be found; and such a representation, therefore, 
adds to a concept much ineffable thought, the feeling of which quickens the cognitive 
faculties…” (1914, p. 159). During the four creative development cycles of Genesis a 
complex understanding of deterritorialisation, reterritorialisation, and digital doubles was 
developed.  
 
By analysing particular moments in the creative cycles of Genesis, this study proposes that 
the performance making strategies of deterritorialisation, reterritorialisation, and the use of 
digital doubles can generate aesthetic attributes and purposiveness as presented by Kant, 
which can be crystalised by a moment of Implosion and subsequently evoke an aesthetic idea. 
This theory has been identified and interrogated in the creation and aesthetic form of Genesis, 
and led to a multimodal output made up of this exegesis (25%) and the creative practice 
(75%).  
 
This study offers theorists and practitioners a clearer understanding of how digital projection 
can be used in performance to realise an aesthetic idea and so further develops the practical 
and conceptual territory for using digital projection in performance.  
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PROLOGUE 
 
This study has been inspired by a number of provocations about the future of theatre and its 
ability to transform and find new languages that communicate contemporary ideas and 
challenges. Possibly the most eloquent is by Robert Lepage in 2008.  
 
There are a number of hypotheses on the origins of theatre but the one I find the most 
thought-provoking takes the form of a fable: 
 
One night, at the dawn of time, a group of men were gathered together in a quarry to warm 
themselves around a fire and tell stories.  All of a sudden, one of them had the idea to stand 
up and use his shadow to illustrate his tale.  Using the light from the flames he made 
characters appear, larger than life, on the walls of the quarry.  Amazed, the others recognized 
in turn the strong and the weak, the oppressor and the oppressed, the god and the mortal. 
 
Nowadays, the light of projectors has replaced the original bonfire, and stage machinery, the 
walls of the quarry. And with all due deference to certain purists, this fable reminds us that 
technology is at the very beginnings of theatre and that it should not be perceived as a threat 
but as a uniting element. 
 
The survival of the art of theatre depends on its capacity to reinvent itself by embracing new 
tools and new languages.  For how could the theatre continue to bear witness to the great 
issues of its epoch and promote understanding between peoples without having, itself, a spirit 
of openness? How could it pride itself on offering solutions to the problems of intolerance, 
exclusion and racism if, in its own practice, it resisted any fusion and integration? 
 
In order to represent the world in all its complexity, the artist must bring forth new forms and 
ideas, and trust in the intelligence of the spectator, who is capable of distinguishing the 
silhouette of humanity within this perpetual play of light and shadow. 
 
It is true that by playing too much with fire, we take a risk, but we also take a chance: we 
might get burned, but we might also amaze and enlighten. 
 
Robert Lepage 
Quebec, 17th February 2008 
(Translated from the original French) 
(Ex Machina Website) 
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This study has aspired to excavate new theatrical languages and aesthetic forms in 
contemporary performance. In doing so I have taken a risk… a risk and a chance. 
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CHAPTER ONE: INTRODUCTION      
 
1.1 BACKGROUND TO THE STUDY 
 
The impetus for this study comes from my experiences as a theatre director, and my 
continued desire to push the art form of theatre in fresh directions by harnessing new media 
technologies. This aspiration has grown out of a history of performance work that has been 
predominantly focused on image-based performance, and my continued ambition to create 
work of aesthetic beauty that expands the capacity of aesthetic form in performance.  
 
These inclinations in my performance work began in 2001 when I started a Bachelor of Arts 
in Applied Theatre at Griffith University. My cohort was made up of 16 people in a 
department that espoused learning through practice. These conditions enabled my peers and 
me unrestricted access to the theatre space on the Gold Coast campus, and close relations with 
our lecturers and tutors. This environment was theatrically rich and interdisciplinary as we 
played with all elements of the theatre and were heavily influenced by artists from other 
disciplines who frequented the theatre and collaborated on projects. These formative years 
cemented my collaborative and interdisciplinary proclivities. During my time in this degree, I 
became more interested in the role of the director, in harnessing collaborative projects, and in 
creating visually lively works. This manifested in numerous shows at the university and the 
Woodford Folk Festival.      
 
During 2003/04 I toured extensively with the Queensland Arts Council, which offered me the 
opportunity to move from the studio into a professional theatre environment. I was touring a 
forum theatre show called Fair Play (Budd, 2004) where we presented bullying scenarios to 
primary school children who would then come up on stage and change the course of the 
action in an improvised scene with the actors. Over the three tours I worked on Fair Play, I 
developed my skills of improvisation and came to deeply understand its ability to provide a 
plethora of rich material unique to the people participating. From this time improvisation 
became one of the key processes in my work. This process of creating work through 
improvisation became even more interesting to me when I began to incorporate digital 
projection into improvisational sessions.   
 
Alongside my interest in digital projection and improvisation to build new work, I also saw 
and researched other artists who used digital projection as a key theatre-making tool. It was 
the book Connecting Flights (Charest, 1997) which introduced me to the practice of Robert 
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Lepage. I had an affinity with Lepage’s thoughts on theatre immediately. I contacted Lepage 
when I knew he would be in Australia for a presentation of The Anderson Project (Lepage, 
2005). I secured an interview and also attended his show the following evening at Sydney 
Theatre.  
 
That interview was a turning point in my work as an artist. I had been looking for a 
performance-making process that could eliminate my need for established performance 
making exercises and lead to complex art that leaned toward the visual. Robert reminded me 
of something very simple when he said:  
 
…however one sees the world, whoever we are, it is a unique way of seeing 
the world. And if you are honest with that, if you’re not trying to produce 
other stereotypes and you’re not trying to please the general point of view on 
things, you will give access to the audience to this special point of view, 
which is unique, because it’s yours. (quoted in Knapton, 2008) 
 
This idea not only drives my aesthetic tendencies in the rehearsal room but also my ability to 
be comfortable with a process that is often haphazard and consistently searching for what it is 
to become.   
 
Since our Sydney meeting, Lepage has invited me to several of his performance-making 
processes. I have observed and participated in multiple creative developments for Lipsynch 
(2006) and The Nightingale and Other Short Fables (2008), observed the creative 
development for The Image Mill and observed a design creative development for Der Ring 
des Nibelungen (2010-12), which was staged at the New York Metropolitan Opera. Each of 
these productions used projection as part of their aesthetic composition.  
 
During my time with Lepage’s company, I witnessed the creation and presentation of 
aesthetic forms that frankly took my breath away. These particular moments all included 
projection in their aesthetic composition and had no spoken words. It was at these times that I 
realised the expanded capacity of projection in live performance to create moments of 
aesthetic beauty that had the power to connect the viewer to something greater than 
themselves – an aesthetic idea.      
 
This focused interest in the aesthetic possibilities of using projection in live performance was 
one of the driving forces behind Gaijin, an original multi-media show I created in 2007. This 
show has been presented at Brisbane Powerhouse (2008) and QUT Gardens Theatre (2011). 
The use of digital projection in Gaijin included projecting on a large semi-transparent scrim, 
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projection on the performer’s body, and use of live feed cameras. Gaijin was critically 
acclaimed for its integration of projection in performance (see Foy, 2011; Gough; Lyall 
Watson, 2011; Matthews, 2011; Nary, 2008; O'Neill, 2008). One reviewer said: “Almost any 
60 second sequence of Gaijin would earn a rightful place in GOMA [Gallery of Modern Art 
located in Brisbane, Australia], demonstrating the true potential for video arts to merge with 
live performance” (Matthews, 2011). After the two seasons of Gaijin, I was interested in 
pursuing the use of projection in live performance even further by focusing less on its ability 
to support dramatic conventions of story and plot and more on the ability of the aesthetic form 
to speak for itself: to create a compelling scenic language that aesthetically expanded 
concepts and ideas. 
 
1.2  FRAMING THE RESEARCH 
 
During the 1980s and 1990s Peter Abbs led the writing of a series of books that aimed “to 
define and defend a comprehensive aesthetic, both theoretical and practical, for the teaching 
of the arts” (Abbs, 1989, p. ii). Although my study does not place itself within the field of arts 
education, it does sit within a lineage of work with Abbs that continues to define the features 
of a sensual aesthetic realm, as important as the spoken word. In the first volume of Abbs’s 
series Peter Fuller wrote: 
 
The aesthetic dimensions of human life extend across a wide range of human 
activities: and we ought to regard it as an inalienable human potentiality, as 
fundamental as the capacity for language. If a society cannot provide a 
facilitating environment within which the aesthetic potential of all of its 
members can find appropriate expression, then that society has failed. (quoted 
in Abbs, 1989, p. xi) 
  
Fuller makes clear that the aesthetic realm is a fundamental mode of human engagement. It is 
intrinsically connected with the senses and perception. For Abbs, “aesthetic refers to a 
particular form of sensuous understanding, a mode of apprehending through the senses the 
patterned import of human experience” (1989, p. xi). It is a basic mode of human response, as 
basic as the later developed skills of logical deduction, which have a less esoteric 
understanding in the general population. This study extends the work of Abbs and many 
others in articulating the importance and mechanics of the aesthetic realm: the realm of 
sensuous understanding.  
 
This argument for the centrality of the aesthetic field in human existence based on 
apprehension through the senses is echoed by Director Robert Wilson when he said “we have 
failed to develop an adequate visual book for theatre” (in Delgado & Heritage, 1996, p. 304). 
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For me, this is a fascinating proposition. Our theatrical canon is dominated by literary texts 
and Australian theatres continue to prioritise this, often to the detriment of the development 
and enhancement of theatrical images and, perhaps more precisely, the development of the 
aesthetic realm. 
 
Immanuel Kant’s philosophical work The Critique of Judgment (Kritik der Urteilskraft), is 
used in this study as a key theoretical lens through which to view the aesthetic realm. Kant 
wrote the original manuscript in 1790 and in this study I use the second revised edition of the 
publication by Macmillan in London, translated with introduction and notes by J.H. Bernard. 
In his manuscript Kant expounds critical detail regarding the mechanics and nature of the 
aesthetic realm and its relation to art and art making. This study creatively and analytically 
investigates aesthetic images that combine digital projection and live action in the 
performance space by adopting a selection of Kant’s theories and the work of contemporary 
theorists investigating digital performance and the intermedial in contemporary performance.  
 
My goal in this study has been to “fashion aesthetically compelling images of existence, of 
human meaning and human possibility” (Abbs, 1989, p. xii) and specifically to investigate 
how performance makers can use digital projection as a compositional tool to evoke an 
aesthetic idea in live performance. Writing in 1790 Kant argued: 
 
… the aesthetical idea is a representation of the imagination associated with a 
given concept, which is bound up with such a multiplicity of partial 
representations in its free employment, that for it no expression marking a 
definite concept can be found; and such a representation, therefore, adds to a 
concept much ineffable thought, the feeling of which quickens the cognitive 
faculties… (1914, p. 159) 
 
This is indeed what I experienced in moments of my time in creative development with 
Lepage. It is indeed what I experienced in moments of my own work in the past. It is, quite 
ambitiously, a desire to evoke a theatrical moment where an audience perceives an idea or 
concept that has no immediate perceptual stimuli to assist in understanding its presence. Kant 
elaborates: 
 
The poet ventures to realise to sense, rational Ideas of invisible beings, the 
kingdom of the blessed, hell, eternity, creation, etc.; or even if he deals with 
things of which there are examples in experience,-e.g. death, envy and all the 
vices, also love, fame, and the like,- he tries, by means of the Imagination, 
which emulates the play of Reason in its quest after a maximum, to go 
beyond the limits of experience and to present them to Sense with a 
completeness of which there is no example in nature. (1914, pp. 157-158) 
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206 years later Robert Lepage echoed this when he declared “theatre has a lot to do with 
putting the audience in contact with the gods” (in Delgado & Heritage, 1996, p. 143). Here 
Lepage is speaking of the theatre as a vertical form: one of human aspirations and desires – a 
form that directly connects the details of our everyday lives with greater ideas of our own 
existence, our own humanity.  
 
During the creation of Genesis three of my grandparents passed away. Although not explicit 
in the making of the work, my personal experiences of grief and loss directed my aesthetic 
interests. Of great interest to me was the loss that occurs when a person dies and the nature of 
the memories that remain. For me, a large part of loss is based in the imagination as I recall 
images and stories associated with the deceased person. In Genesis I tried to capture the 
tension and complexity between the once material existence of the person and the 
immateriality of the images and thoughts after they are gone. In moments of the creative 
work, I specifically worked towards the evocation of an aesthetical idea associated with 
memory, death, loss and grief. 
  
1.3  RESEARCH QUESTIONS 
 
The key research question framing this study is: 
 
How may performance makers use digital projection to evoke an aesthetic idea 
in performance? 
 
The sub questions are: 
 
What is an aesthetic idea and why is it significant in contemporary 
performance? 
What are the productive conditions at play when digital projection creates an 
evocation of an aesthetic idea? 
 
1.4  DOCUMENT OUTLINE 
 
This exegesis consists of a written component and an accompanying DVD, which includes 
archival footage of the final performance of Genesis, specific segments of performance 
referred to in Chapter 4, and a methods sampler.   
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CHAPTER 2: The Methodology outlines the practice-led strategy undertaken from 2008-
2013. Taking its lead from Performative Research, the chapter describes the research design 
including the creative process and methods of creation as well as the methods of data 
collection and analysis. Section 2.8.5 Isadora proposes a way to bridge the gap between the 
intuitive performance making process of the studio work and deep analysis by investigating 
the computer code created during the creative process in the program Isadora.  
 
CHAPTER 3: The Contextual Review forms the conceptual, theoretical and practical terrain 
of this study. The first section 3.1 Kant’s Aesthetic Ideas is made up of five sub-sections 
investigating specific theoretical concerns of Immanuel Kant. Kant’s theorising on the 
cognitive processes of the brain and its ability to apprehend aesthetic form created by artists is 
detailed in order to suggest that digital projection in live performance has the ability to offer 
artists a palette with which to evoke aesthetic ideas.  
 
Section 3.2 identifies the cultural process of accepting media technologies and their ability to 
open up new registers of perception. It suggests the development of projection in performance 
as hugely significant in relation to the artist’s and the audience’s ability to perceive through 
performance. 3.3 Projection Before Digital Performance gives an overview of the early use of 
projection in performance and the key issues that continue to face performance makers today. 
3.4 Digital Performance introduces the reader to one of the key fields in this study – a 
performance environment where computer technologies and digital projection start to play a 
key role in the performance text of live performance.  
 
Section 3.5 Intermediality and Projection examines theories of intermediality. Specifically it 
investigates the key concepts of deterritorialisation, reterritorialisation and Steve Dixon’s 
typology of digital doubles. These strategies have the ability to expand the capacity of time, 
space and the body in digital performance.  
 
Section 3.6: Performance Making with Projection examines the use of projection in the live 
performances of Robert Lepage and Peter Greenaway. 3.6.1 Exemplar 1: Robert Lepage 
details his working methods and philosophies on art-making to argue that his use of 
projection technology is often aiming to create moments of aesthetic unity where aesthetic 
ideas are present inside a form that has projection as part of its material make-up. Similarly in 
section 3.6.2 Exemplar 2: Peter Greenaway I introduce the reader to Greenaway’s video 
installation ‘remixed’ Da Vinci’s The Last Supper. One example from both artists’ work is 
used to give further utility to the concepts of deterritorialisation, reterritorialisation and some 
of Dixon’s digital doubles in order to bring them closer to a working understanding.  
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Section 3.7 A Typology of Use for Projection in Performance is a list of six categories for the 
use of digital projection in performance. I created these categories based on my experiences 
viewing and researching the use of digital projection in live performance in an international 
context. I believe the categories demonstrate the key digital projection strategies being used in 
contemporary performance today. In Section 3.7 they are presented using still images of live 
shows and artworks from eight significant artists and groups at the forefront of using digital 
projection in performance. This section is included in this study in order to give the reader a 
deeper understanding of projection strategies and their aesthetic potential in live performance.  
 
CHAPTER 4: Analysis of Projection to Evoke an Aesthetic Idea discusses specific segments 
from the performance of Genesis in order to answer the research questions: how may 
performance makers use digital projection to evoke an aesthetic idea in performance? And 
what are the productive conditions at play when digital projection creates an evocation of an 
aesthetic idea?  It does this by analysing key segments of performance from Genesis and 
Robert Lepage’s The Far Side of the Moon in relation to the key concepts established in 
Chapter 3. As part of this analysis, I propose a moment of Implosion as a key device when 
digital projection in performance evokes an aesthetic idea.  
 
CHAPTER 5: Findings and Conclusion brings together the findings of this research to 
propose a clearer understanding of how projection can be used in performance to realise an 
aesthetic idea and so further develops the practical and conceptual territory for using digital 
projection technology in performance. Further to this, the chapter suggests key areas of future 
research.  
 
APPENDIX ONE is full-length archival video of the final presentation of Genesis from 
December 2013. Although it is no substitute for the live performance of Genesis, it does serve 
as a key reference tool and a visual representation of the aesthetic work that was presented.  
 
APPENDIX TWO is archival video of the four segments of performance analysed in Chapter 
4.  
 
APPENDIX THREE is a Methods Sampler: a selection of key content from each of the 
methods used to collect data in this study. The Sampler contains still photographs and video 
from each creative development showing, examples of personal journaling and analytical 
writing, the final script of the performance, and a selection of audience feedback. This 
presentational technique will be explicated in more detail in Chapter Two: Methodology.  
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There are two examinable outputs in this study that will be elaborated further in Section 2.5. 
They are: 
 
1. A 30 minute theatrical performance called Genesis, and 
2. A 33,823 word exegesis 
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CHAPTER TWO: METHODOLOGY      
 
2.1  INTRODUCTION 
 
This study arises from the field of practice that uses digital projection in performance. As 
such, it requires a research approach that values performance as part of its methodology. My 
“choice of methodology [is] a consequence of… [my] ontology and epistemology” (Egon 
Guba cited in Gray, 1996, p. 12). This understanding suggests a methodology that is 
intrinsically linked with my commitment to aesthetic forms and their ability to engage 
viewers via sensuous understanding. Consequently, the practice-led questions being 
interrogated in this study focus on the mechanics of digital projection inside live aesthetic 
forms, and the capacity of that form to connect the artist and audiences with aesthetic ideas 
that “remold experience… in accordance with principles which occupy a higher place in 
Reason” (Kant, 1914, p. 157).  
 
This section outlines my use of practice-led research and enquiry cycles consisting of four 
creative development periods. It also details the dynamics of the study including an 
explanation of four key factors in the creation of Genesis. Section 2.8 details the methods 
involved in my ‘active documentation’ (De Freitas, 2002) before, during and after the creative 
development cycles. My Methods Sampler is introduced as a key methodological innovation 
and defined for the reader. The final section of this chapter is an investigation of the key 
computer program used in the creation of Genesis.  
 
2.2  PERFORMATIVE RESEARCH 
 
This study’s insistence in the value of interrogating aesthetic form has a strong alignment 
with a burgeoning research paradigm spawned by practice-led research: Performative 
Research. The argument for Performative Research is that “an artwork embodies research 
findings which are symbolically expressed, even while not conveyed through numbers and 
words” (Smith & Dean, 2009, p. 6). Some theorists have used J.L. Austin’s notion of 
‘performativity’ (Bolt, 2008; Haseman, 2006, 2007; Ludivine, Jones, Kershaw, & Piccini, 
2009; Nelson, 2013) as the foundation for a claim to this new paradigm.  
 
For Austin, performative speech acts are utterances that accomplish, by their 
very enunciation, an action that generates effects… When research findings 
are presented as such utterances, they too perform an action and are most 
appropriately named Performative Research (Haseman, 2006, pp. 5-6). 
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Barbara Bolt argues that a performative paradigm operates “according to repetition with 
difference” (2008, p. 5). She says “artists engage with, re-iterate and question the ‘norm’ of 
‘art’ existing in the socio-cultural context at a particular historical juncture” (2008, p. 4). The 
significance of these foundational elements of the ‘performative’ is that within this ‘repetition 
with difference’ is something, indeed, ‘different’. Bolt cites Derrida (1992, 1998) to further 
support the importance of this idea: he “tells us that iteratibility… is the mechanism through 
which there is movement and transformation” (2008, p. 5). Herein lies the generative ability 
of the ‘performative act’ to reveal “ruptures that shift practice” (Bolt, 2008, p. 5).  
 
Performance makers and directors are much more likely to speak of the new, the original and 
the innovative, which, of course, is the space to which Bolt refers when she claims: “ruptures 
that shift practice” (Bolt, 2008), but they often miss the integral process of re-iteration 
inherent in their art form. Peter Abbs recognises the importance of “apprenticeship, of 
emulation, of continuity and development in art-making” (1989, p. 9) as an important 
initiation into the symbolic field. I would argue that this notion continues throughout an 
artist’s lifetime: constantly observing, emulating, creating, being inspired, with a constant 
search for points of rupture within their artistic practice – a point of difference to their own 
previous work or the work of others in their specific symbolic order. Acknowledging both the 
emulation of past symbolic compositions and the possibility and actualisation of ‘points of 
difference’ and ‘ruptures’ allows the artist-researcher to contextualise their own practice at a 
moment in time and map the re-iterative process of their art making with, in the paradigm of 
Performative Research, acute attention to the possible ruptures: the ‘repetition with 
difference’.  
 
The attractiveness (and importance) of Performative Research for this study are the strong 
links between the theorising of Immanuel Kant regarding the nature of aesthetic ideas in art 
and the proposition of Performative Research that the presentation of research findings can be 
embodied in “rich presentational forms” (Haseman, 2006, p. 5). To further my point, this 
study has created aesthetic forms using digital projection and live performance to evoke 
aesthetic ideas, ideas that Kant suggests “cannot be completely compassed and made 
intelligible by language” (1914, p. 157). This reveals a need for the artwork produced to be 
presented as part of the findings – a need acknowledged by Haseman when he says: “a 
characteristic of practice-led researchers lies in their insistence that research outputs and 
claims to knowing must be made through the symbolic language and forms of their practice” 
(2006, p. 101). Consequently, part of the argument put forward by this study, in order to 
answer the research question, is embodied in the performance.  
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2.3  PRACTICE-LED RESEARCH 
 
This study asks: How may performance makers use digital projection to evoke an aesthetic 
idea in performance? The choice of words highlights the need for a research strategy that 
reveals the means and results of an aesthetic form. Consequently, this study enacts an iterative 
process of investigative practice where I reflected on the practice, and returned to it, in order 
to further a productive development of the means and results identified. Practice-led research 
supports such an interrogation by encompassing a research strategy that is carried out through 
practice, “using predominantly methodologies and specific methods familiar to…  
practitioners” (Gray & Malins, 2004, p. 2). 
 
A key methodological process in this study was material productivity, put forward by Barbara 
Bolt (in Barrett & Bolt, 2010). Bolt’s conceptualisation of material productivity comes via 
Paul Carter’s explication of material thinking. Bolt extends Carter’s idea that there is a 
creative intelligence created by joining the hand, eye and mind in a process of material 
thinking by bringing focus to “the materials and processes of practice” (in Barrett & Bolt, 
2010, p. 30). In this argument “material thinking involves a particular responsiveness to or 
conjunction with the intelligence of materials and processes in practice” (Bolt in Barrett & 
Bolt, 2010, p. 30). This is a type of tacit knowledge developed through an interaction of artist 
and materials. Bolt suggests “‘new’ knowledge in creative arts research can be seen to emerge 
in the involvement with material, methods, tools and ideas of practice” (in 2010, p. 31). In 
this research project I intentionally set-up research sites with projectors, screens, performers, 
designers and system operators to realise findings via the tangible outcomes of my 
performance practice.  
 
As identified by Bolt, this process takes on a praxical knowledge (a nexus between practice 
and theory) that manifests in a number of forms. In my context, the practice-led inquiry cycles 
were nearly always handled through material thinking (i.e. my interaction with materials and 
ideas that produce their own ontologies and potential knowledges) to investigate my 
assumptions about digital projection in performance. In this scenario it was not just the 
artwork that constituted the research but a combination of material thinking and “articulating 
what has emerged or what has been realised through the process of handling materials and 
ideas, and what this emergent knowledge brings to bear on the discipline” (Bolt in Barrett & 
Bolt, 2010, p. 34). This reveals the need for an exegesis that “imbricates and follows on from 
handling” (Bolt in Barrett & Bolt, 2010, p. 134).  
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Consequently, the focus on aesthetic form and the understanding that my research output be 
presented via performance is only one part of the practice-led strategy employed in this study. 
As Michael Biggs suggests: “the principal feature of practice-led research is the desire or 
need to create artifacts and to present them as part of the ‘answer’ to research questions posed 
at the outset” (in Makela, 2006, p. 159). However he also acknowledges that objects, or 
artifacts, alone cannot embody knowledge. Mafe and Brown (2006) offer some other factors 
to be considered: 
 
Information about this knowledge can be found in the people creating it, the 
culture in which it is created and consumed, the processes used to create it, 
and in the artefacts produced – but cannot be found in only one of these 
alone. (pp. 14-15) 
 
In this study a large part of the knowledge being explored and presented was located in 
practice but, as suggested by Mafe and Brown, I have contextualised and embedded the 
artifacts of my research within the greater dynamic of the study. In part, this has taken the 
form of a methodology that is explicit, transparent and transferable (Gray & Malins, 2004, p. 
21). My qualification (‘in part’) relates to the intuitive processes of the artist whilst making 
performance. In the context of this study, which strived to create aesthetic forms that evoked 
aesthetic ideas, there are clearly processes based in the artist’s aesthetic choices that have 
gone implicitly into the submitted artwork. This is not new to any paradigm of research, as 
suggested by Graeme Sullivan “serendipity and intuition that direct attention to unintended 
possibilities has long been a part of experimental inquiry” (2009, p. 48). These inquiry 
processes are a form of dialectical practices “whereby the artist-researcher explores the 
uniquely human process of making meaning through experiences that are felt, lived, 
reconstructed and reinterpreted” (Sullivan, 2009, p. 50). Once again, this studies focus on 
Kant’s notion of the aesthetic idea seems comfortably situated – aesthetic ideas “add … to a 
concept much ineffable thought, the feeling of which quickens the cognitive faculties…” 
(1914, p. 159). Ultimately, the large part of the methodology that is explicit, transparent and 
transferable has imbricated the aesthetic practice in such a way that makes visible the 
contribution to knowledge.  
 
With this practice-led trajectory came a need to continually expose and evaluate the 
methodologies and methods in relation to the deeper understandings that arose in the cyclical 
process. This approach was supported by the steps of the enquiry cycle, which was a key 
strategy I employed to embrace and deepen the cyclical nature of the study. 
 
 
  22 
2.4  ENQUIRY CYCLES 
 
One of the challenges in this study was the ease of following many paths of interest and 
moving away from more known and deeply understood territories. The key strategy I used to 
combat this challenge was an enquiry cycle, which borrows the basic premise of action 
research: 
 
… a form of enquiry that allows practitioners everywhere to investigate and 
evaluate their work. They ask, “what am I doing? What do I need to improve? 
How do I improve it? (Mcniff & Whitehead, 2006, p. 1) 
 
Nita Cherry describes the characteristics of the enquiry cycle “as a continuous cycle of 
planning, action and review of the action” (1999, p. 1).  
 
Having done a number of work-in-progress presentations of live performances, I have become 
aware that the use of technology is often seen negatively, as ornamental or unnecessary, early 
in development – Genesis was no exception. It takes time for the projection to integrate with 
the content and themes of the work, just as it takes time for the key research concerns to 
appear from inside the creative practice. An iterative process of staging the work allowed 
embodied knowledge to be explicated via reflection and analysis, leading to a greater 
understanding that fed back into the next staging of the work. The importance of the enquiry 
cycle process in this research is two fold:  
 
1. It allows the research concerns of the performative work to emerge from the work itself, 
creating an environment where insights were gained from what was initially embodied 
knowledge; and  
2. It allows a similar process for the dramaturgy of the work, where the aesthetic elements 
being composed in the performance space were given the opportunity to live and breathe in 
the form of their ontology (performance), but also be subjected to an iterative process of 
interrogation, much like the process of a written script going through many drafts before 
being handed to the director.  
 
The creative work, or key artifact, in this research is Genesis – a 30-minute multimedia 
contemporary performance. Genesis was created over four creative development cycles, or 
iterations, and a season as part of Brisbane Festival 2009. Here is the timeline of the 
development of the work. 
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Creative Development One  19 January – 6 February 
2009  
(9am-5pm Monday – Friday) 
 
 
 
 
 
 
LOCATION: The Loft at the 
Creative Industries Precinct, 
QUT, Brisbane, Australia 
Creative Development Two 22 June – 10 July  
2009 
(9am-5pm Monday – Friday) 
Brisbane Festival 2009 Monday 14 September and 
Tuesday 15 September  
2009 
Creative Development Three 25 January – 13 February  
2010 
(9am-5pm Monday – Friday) 
Creative Development Four 12 March – 24 March, 2011 
Final Presentation Dec 7, 2013 
Table 1 
 
At the end of each of these developments there was a public presentation of the work, which 
were digitally recorded using video and still photography. As well as these digital recordings I 
also scripted two of the performances before and after their presentation. These recordings, 
photographs and scripts were integral artifacts for analysis and development in this study and 
are critical documentary resources for understanding the propositions of this study. A key 
selection of this material is presented in Appendix 3: Methods Sampler.  
 
2.5 ETHICS AND EXAMINABLE OUTPUT 
 
In regard to this study my human ethics application was reviewed by the Chair, University 
Human Research Ethics Committee and approved as low risk according to the requirements 
of the National Statement on Ethical Conduct in Human Research. It was acknowledged at the 
time that one part of my data gathering techniques was to always be alert to my distinctive 
contribution to the creative process – an overview of my lead role is described in section 2.6 
below. In broad terms the nature of intellectual property in the creation of Genesis followed 
established industry practice: it is acknowledged that the artists who worked on the project 
maintain ownership over their contribution to the creation and that intellectual property and 
copyright of the creation Genesis is my own.   
 
The examinable output of this study is made up of two parts: 
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1. A 30-minute performance called Genesis. This performance is weighted at 75% of the 
examinable output and was presented for examination on Saturday December 7, 
2013.  
2. A 33,823 word exegesis including two DVD appendices. This is weighted at 25% of 
the examinable output.  
 
2.6  MAKING GENESIS: THE DYNAMICS OF THE STUDY 
 
In regard to practice-led research Carole Gray says “...the research strategy is carried out 
through practice, using predominantly methodologies and specific methods familiar to us as 
practitioners” (1996, p. 3). In the creation of Genesis, the key methods included: designing, 
storyboarding, improvisation, work-in-progress showings and scripting. The performance 
making process consisted of a working environment where all performance elements and 
technologies were being created at the same time. The performers and myself devised the 
performance in a theatre with all production personnel present for nearly the entire creative 
process. This process happened in three-week intensive periods over four cycles with each 
culminating in a work-in-progress showing.  
 
The creation of this work was certainly a collaborative effort and I want to acknowledge the 
work of all the artists listed below, some of whom worked on the project from the very start. 
In regard to this study all key tasks were enacted by me – these include: choosing and 
recruiting personnel to work on the project; conceiving designs; conceiving audio visual 
compositions; leading and directing content development and research into areas of interest; 
analysis of technical compositions and their links to form, content and coherence; and overall 
aesthetic and practical direction of the project.  
 
In the creation of Genesis there were three performers: 
• Ianthe Goodwin-Brickhill 
• Benjamin Schostakowski 
• Liesel Zink (final presentation) 
 
And eight key technicians: 
• Paul Bearne – Technical Director (creative development one).  
• Jess Ross – Production Stage Manager (creative development two and three) 
• Corinne Fish – Lighting Designer / operator 
• Jon Harrison – Head of Projection / operator 
• Jason Zadkovich – Sound Designer / operator 
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• Mike Willmett – Sound Designer / operator (final presentation) 
• Nathan Sibthorpe – Vision Content Design, (creative development four and final 
presentation) 
• Tessa Smallhorn – Vision System Design / operator (final presentation) 
• Joel Redding – Production Stage Manager (final presentation) 
 
In one way, I view this study as only a slight detour from my professional work as a director/ 
designer/writer for it allowed me a space to consider deeply the aesthetic questions that had 
emerged from my practice. Because of the significant component of creating new 
performance material, I also viewed it as an opportunity to develop new work for the theatre 
industry in which I work. I have previously used this dual approach in creating work inside 
the academy during a Master of Arts (Research) that I completed in 2008. In this practice-led 
study I created an original theatrical work called Gaijin. After the Masters study was 
complete, Gaijin was re-worked, further developed and presented in two professional seasons. 
Similarly, when conceiving Genesis in the context of this study, my intention was to create a 
work that could simultaneously act as the key source of research and as my next original 
contribution to the industry.  
 
Creative Development One and Two of Genesis focused solely on my key research concerns 
at the time. Using a practice-led strategy meant the research concerns came from the work 
itself, and were developed and interrogated through the enquiry cycles. At the time I was 
using the visual art of René Magritte as source material for the development of the 
performance work. My goal was to theatrically deconstruct Magritte’s artworks in what I 
described as a moving visual artwork. My research concerns focussed on postmodern art 
making techniques such as: fragmentation, dissolution of hierarchies, intermedial use of 
technology and post-narrativity. My interest in these techniques was their ability to destabilise 
cognitive processes, whilst at the same time offer the artist a palette from which to compose 
coherent aesthetic ideas. These techniques were experimented with in the studio during 
improvisational sessions that would use digital projection and live performance.  
 
After Creative Development Two I was invited to present Genesis as part of Brisbane Festival 
2009. This international context required a shift in my approach to the work for a period of 
time. The lead up to Brisbane Festival became focused on the presentation of Genesis to a 
festival audience, which meant less attention on the emerging research concerns of the study. 
In preparation for Brisbane Festival I attended to the dramaturgy, design and narrative 
development, as opposed to a more playful interrogation of the specific use of digital 
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projection in small moments throughout the show, as was the case in Creative Development 
One and Two. This re-focusing was not an impediment to the research, just a short detour.  
 
After Brisbane Festival, Creative Developments Three and Four once again became focused 
on the developing research concerns of the study. Kant’s notion of the aesthetic idea became 
significant as I realised my desire to create aesthetic moments that seemed coherent in 
performance but could not be completely encompassed by words or logical explanation. It 
was also around this time that one of my grandparents passed away pushing my aesthetic 
desires toward creating compelling images of memory, death, loss and grief. Creative 
Developments Three and Four where made up of improvisational sessions focusing on the 
emerging story of Genesis – a man’s loss of his long time partner. These sessions would 
attempt to articulate the above themes via images combining digital projection, the live body, 
objects and music. As will be explicated further in Chapter Four these creative developments 
and their work-in-progress outcomes produced some of the most important findings of this 
research: moments when Kant’s concepts surrounding his aesthetic idea became tangible 
techniques in the making of the work.   
 
The final presentation of Genesis was a 30-minute performance using a portion of the 
performance material developed over the four creative development cycles. The material had 
been selected and composed to create a focused engagement with the use of digital projection 
and its capacity to evoke an aesthetic idea. With the study complete, I will now work toward 
developing and expanding Genesis for professional presentation, as I did with Gaijin. I 
suspect this will entail an expanding of the narrative of the piece, extending its length, and 
perhaps introducing more performers.  
 
Four key factors framed the dynamics of the research process: the stage design and projection 
infrastructure, storyboarding, improvisation sessions, and work-in-progress showings.  
 
2.7 FOUR KEY FACTORS OF CREATION 
 
2.7.1 Stage Design and Projection Infrastructure 
 
A crucial part of the practice-led methodology in this research was the creation of the stage 
design and projection infrastructure, and its subsequent interrogation over the four enquiry 
cycles. In the initial stage design I intentionally created four frames on stage that would be the 
surfaces for projected image (see below images). 
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The central screen closest to the audience is a scrim that offers the possibility of front 
projection without the audience being able to see through it, as well as front projection with 
lighting behind which reveals any objects or performers. Two metres behind this was a rear-
projection screen, which allows depth and double imaging when the scrim and rear screen are 
being projected on simultaneously. There are two other screens on either side of the scrim, 
which also serve as projection surfaces. A subsequent effect of these screens and their 
positioning in the space is that whenever a performer or object is on the stage, they are framed 
by one, or more, of these four surfaces. The basic compositional premise behind this design 
was to create a space that could be aesthetically malleable via projected imagery in a manner 
that encompassed nearly the entirety of the audience’s gaze. I sought to engage the senses of 
the audience by converging the material and immaterial.    
 
In tandem with this design was the selection of projectors, movie cameras, computers and 
programs that would animate the space and allow maximum flexibility in regard to changes 
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the creative team would make as we devised. The four projectors used were Sony FX51s, 
available at the venue and ample for our projection needs. The computer, or computers, that 
would enable these projectors had to be able to project different images simultaneously and to 
accept inputs from cameras that would be used live in the performance space. Initially a Mac 
Pro was hired as it had enough outputs and power to handle the projected images we thought 
we would be using (i.e. video, stills and live feed from on-stage cameras). An image mixer 
was used to accept the input of the multiple cameras that then output to the computer. By the 
second creative development, I decided to purchase a faster and more efficient Mac Pro that 
had more outputs and a specific card for inputting live-feed video at the best possible quality. 
This computer has continued to serve the production throughout subsequent creative 
developments. 
 
The main computer software we used is called Isadora; a program created by TroikaTronix. 
This program enabled us to have “interactive control over digital media, with special 
emphasis on the real-time manipulation of digital video” (TroikaTronix, 2008). This piece of 
software has been one of the key ingredients in the creative team’s ability to improvise with 
digital media during the devising process and create most of the visual effects found in the 
show. Here is a visual schematic of the projection technology infrastructure. Appendix 3.6 is 
a more detailed schematic.  
  
 
 
 
 
 
 
 
 
 
This technology infrastructure was integral to the creation of the work. A deep investigation 
of the technology and software in this configuration would reveal an infinite list of 
capabilities and constraints that heavily informed the creation of Genesis.  
 
Mac pro 
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software 
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1 
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 2.7.2 Storyboarding 
 
A key method implemented on day one of the Creative Development Cycle was 
storyboarding. Storyboarding was used to track the development of form and content. In this 
working context, it is a more effective ‘script’ for the artists I had employed. The performers 
could view this as capturing a scene that is filled with their own content, whilst the 
technicians could use it as a map to understanding the construction of the aesthetic attributes 
in the section. As the Director I engaged with the storyboards differently depending on the 
artist to whom I was talking. This method allowed me to visually track the development of the 
relationship between content and form. This tracking is possible because I photograph each 
storyboard and use them to see the links between the content listed in the diagram and the 
technology used in the diagram. 
 
 
 
Here is an example of a storyboard from Creative Development One. Listed here are 5 
discreet sections of performance with notes on their possible aesthetic compositions briefly 
described in each box. The box entitled 1.0 was the earliest conception of The Floating 
Woman that will be described in more detail in Chapter Four.  
 
This method is not uncommon in performance making with a focus on the aesthetic. In the 
book Research Methods in Theatre and Performance ‘spatial thinking’ is discussed as a key 
method in scenographic processes. The authors refer to the writing of Rudolf Arnheim when 
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asserting that cognitive operations are not exclusive to mental processes, but also arise in 
‘active perceiving’ (Kershaw & Nicholson, 2011, p. 159). The importance of storyboarding is 
apparent because “understanding of the visual world comes about gradually through 
‘continued confirmation, reappraisal, change, completion, correction, deepening of 
understanding’ [(Arnheim, 1969, p. 14)] (Kershaw & Nicholson, 2011, p. 124). Here we see 
that storyboarding, sketches and three-dimensional imaging are all part of an iterative cycle 
aimed at appraising the conception and composition of the performance gestures.  
 
2.7.3 Improvisation (people and digital projection) 
 
The software we use to integrate, and run, all the digital imagery in Genesis is called Isadora. 
This program offers building blocks that can be put together in a plethora of ways to control 
multiple inputs (cameras, video footage, sound etc.) and outputs (projectors, lights, sound 
systems). During the creation of Genesis we have built up a unique visual program that, when 
combined with the stage design, runs the digital imagery in the performance. A key aspect of 
this use of Isadora is the fact that it can happen in an improvisational setting and projections 
and their effects can be tested and changed very quickly. Often the performers and I will be 
working on a scene and I will ask the multimedia operator to put a certain image through one 
of the projectors, perhaps in a certain way. Often the response will be: “2 seconds… 2 
seconds…” and within a minute it will be done. During this minute the multimedia operator 
has encoded the direction I gave them into the program then activated it in the performance 
space. The ability to manipulate the digital imagery in such a short amount of time allows me 
the possibility to test visual ideas in the space and move on very quickly. It also allows me to 
stay in an intuitive playmaking state instead of taking many hours to prepare for a visual 
composition that may not work for the show.  
 
This practice of improvising with digital technologies is relatively new to performance 
making and is developing every day. In 1991 Brenda Laurel explored “the conceptual links 
between theatre and human-computer interfaces” (Dixon, 2010, p. 171). She analysed 
Aristotle’s poetics “to demonstrate that new technology shares precisely the same concerns 
and contexts that Aristotle formulates: dramatic structure, empathy, engagement and 
catharsis” (Dixon, 2010, p. 171). In this context, the improvisational use of Isadora, and its 
subsequent realisation in the live performance, was a method that suited the project well. The 
encoded directorial choices were part of the script of Genesis and they were a large part of the 
dramaturgy of the work.   
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 2.7.4 Work in Progress Showings 
 
At the end of each creative development cycle (detailed in Table 1) I presented a public 
presentation of the creative work to date. This process is one I had witnessed used by Robert 
Lepage on a number of occasions during my time with his company in Quebec City. I adopted 
it as a method of creation in this study for three reasons: to receive feedback from industry 
experts and general audience, to provide an opportunity to bring the performance material 
together in draft form, and to produce archival video and stills to be analysed and developed 
at a later time away from the performance space. 
 
Each work-in-progress showing was attended by: academic staff from the Creative Industries 
Faculty and industry professionals including producers, artistic directors and digital art 
curators. I was not presenting these work-in-progress showings to conduct audience reception 
studies; rather, I was interested in expert opinions regarding the work as well as the process of 
bringing the work together into a coherent presentation. Appendix 3: Methods Sampler 
contains documentation from each of these work-in-progress showings including: scripts, 
digital images, journal excerpts and video excerpts. This documentation was critical to my 
ability to constantly analyse and develop the key concerns of the study.  
 
2.8  METHODS OF DATA COLLECTION AND ANALYSIS 
 
During the creative cycles, I have utilised a number of different methods to explore, gather 
and analyse information (Gray & Malins, 2004). It has been beneficial for me to think of 
some of these methods as ‘active documentation’, as suggested by Nancy De Freitas: “a 
planned and strategic method of producing tangible visual, textual or sound/video 
documentation of work in progress” (2002, p. 2). De Freitas argues: “studio documentation, 
when combined with reflective practice, decision making and a plan of action, is both a 
valuable learning process and an indispensable script for the writing of an exegesis” (2002, p. 
1).  
 
The studio documentation and methods that I enacted as part of my performance-making 
process are harnessed by active documentation as it is: 
 
… a process of knowledge construction ... [which] can be used to: a) identify 
the evolution of a work process; b) capture accidental progress or problematic 
blocks; c) articulate those phases of work that become invisible with progress; 
and d) provide the detached record that is necessary in the abstraction of 
research issues. (De Freitas, 2002, p. 7) 
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I have included an Appendix entitled: ‘Methods Sampler’ (Appendix 3) in the DVD 
accompanying this study. I define a Methods Sampler as a specifically chosen representative 
collection of data gathered during a research project. I chose to include the methodological 
innovation for two reasons: Firstly, I believe it is an effective way to demonstrate my use of 
the various methods I used without having to include hundreds of hours of video and 
hundreds of thousands of words in my appendices; and two, it allowed me to select key 
material from my data that would support points made throughout this exegesis. Often these 
points are in regard to performance moments that have been documented by digital recording. 
Although no substitute for the live performance, these documentary samples of live 
performance are provided to allow the reader a more comprehensive view of the main points 
of the study.  
 
The representative collection of data used in my Methods Sampler includes:  
 
3.1 Photos from Creative Developments 
3.2 Video footage from Creative Developments 
3.3 Examples of Journal and Analytical Writing 
3.4 Example of Audience Feedback from Creative Development 1 
3.5  Final Script of Genesis 
3.6 Illustrations of the Projection Infrastructure 
 
This documentation served me throughout the research process to identify, capture and 
articulate my developing research concerns. As Robin Nelson acknowledges “some research 
outcomes are processual, emergent in the process of generation, selection, shaping, and 
editing material in practice” (in Ludivine, et al., 2009, p. 125). As such, this exegesis 
references various documentation from the Methods Sampler to evidence its claims and 
demonstrate and “clarify the research dimensions of the project” (in Ludivine, et al., 2009, p. 
125). The importance of the methods is in their own generative capacities, and their presence 
as a documentary resource for the researcher and the reader. I will now further outline key 
data collection methods that I used throughout the creative process. 
 
2.8.1 Expert Feedback 
 
This study does not include audience reception studies but it did adopt the industry practice of 
expert feedback. Like the work-in-progress showings, this method was adopted from my 
experience with expert feedback in my past work and the work of others. Inviting industry 
experts such as directors, producers, designers and academics was significant in this study as 
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the feedback consistently allowed me to further develop the creative work as well as the key 
concerns of the study. This feedback occurred as formal discussion after a work-in-progress 
showing, as email conversations or follow-up meetings. One of the most influential expert 
feedback sessions occurred after the work-in-progress showing of Creative Development One 
(a recording of this session is at Appendix 3: Methods Sampler). Without any formal 
introduction to the conversation the expert witnesses described their interest in the work, what 
worked and did not work for them as an audience member and where they thought it would be 
interesting to develop the work in the future. I used these observations to triangulate my own 
thoughts about the work and my research concerns at the time.  
 
 2.8.2 Journaling  
 
I used journaling as a key method throughout this study as “a device for working with events 
and experiences in order to extract meaning from them” (Boud, 2001, p. 9). This method of 
creation and data collection was a way for me to map and organise the performance making 
process with regard to my key domains of analysis. As time went by, the journaling also 
allowed me to begin to articulate the key organising principles of my practice. As Boud 
suggests, I used journaling in three different ways: “in anticipation of events, during them, 
and afterward” (Boud, 2001, p. 8).  
My journaling ‘in anticipation of events’ was integral to clarify and interrogate my intentions 
leading into a creative development or studio session. My intentions for key segments of 
performance used in this study are outlined in Chapter Four: Analysis of Projection To Evoke 
an Aesthetic Idea. In these instances I often found myself re-reading past journal writing in 
order to make sure I was moving forward in a manner that would extend and challenge the 
work I had previously done. My writing ‘during events’ was often in the form of short notes 
and observations that I would follow up after the studio sessions or after the creative 
development period. The most important journaling I did during this study was ‘after the 
event’ where I had time to find “shape, pattern, and meaning” (Boud, 2001, p. 15) in what I 
had produced. Samples of my journal can be found in Appendix 3: Methods Sampler.  
 2.8.3 Video Documentation and Still Photographs 
 
Two of the most important methods I used were video documentation and still photos. 
If there was a moment in the process where something was new to me – a new insight, an 
understanding of how to achieve a desired end, a satisfying arrangement of elements – it was 
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recorded. Downton suggests: this moment of knowing starts on the path to becoming 
collective knowledge (in Mafe & Brown, 2006). 
 
These methods of data collection were imperative for my enquiry because often my 
performance-making process is based in intuitive play making. All of the methods listed 
above assist me as an artist-researcher to capture key moments of knowing that can be used to 
reflect upon, re-evaluate and reconceptualise. Video and still photo documentation are 
perhaps the most important because of their ability to capture and frame the material I am 
researching – the use of digital projection and its capacity to evoke aesthetic ideas.    
 
 2.8.4 Scripting 
 
Another method of creation and data gathering was the use of scripting throughout the 
process. With limited spoken word in Genesis the script took the form of a description of the 
aural and visual components of the performance. This technique was a key source of analysis 
during and after its actual writing. Like my use of journaling, scripting the creative work gave 
me the opportunity to write in anticipation of events as well as after events – I would either 
imagine the scene I was going to make whilst writing it or I would script the scene after 
making it in the studio. Often when I was scripting the scene after I had made it I would make 
changes through the scripting process, which would then be enacted the next time the creative 
team was in the studio.  
 
2.8.5 Isadora  
 
In practice-led research there is always the question of how to see one’s own practice. The 
problem for me is that the data collection methods listed above rarely give deep access to the 
networks responsible for the generation of the creative practice, which is what my research 
question asks: ‘how may performance makers use digital projection to evoke an aesthetic 
idea…?’ and ‘how can digital projection be used to create productive conditions for the 
evocation of an aesthetic idea?’ These are questions based in practice – questions that span 
the ‘how’ of process and the ‘what’ of analysis. Here I propose a way to bridge the gap 
between the artistic intuition of the performance making process and the ‘what’ of analysis. A 
strategy: to identify and step into moments of praxis in the performance-making process of 
theatre that uses digital media as a key part of its aesthetic form without disrupting the 
intuitive processes of an artist on the studio floor.    
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Our unique design inside the Isadora software was a tangible “encoding of practice” (Newby 
& Dulic, 2001). As Newby and Dulic suggest “the [performance maker’s] idea that animates 
the computer brings to presence a portion of the creative process that is modeled in code” 
(2001) – my choices as a designer and director are scripted in this program. The 
representational form of this script is varied, and herein lies the capacity of it to reveal 
insights into the creative process. The main way of viewing the code that controls the digital 
imagery is a set of boxes and descriptions with various rules and formalities depending on its 
function in the show. These rules and formalities concern elements such as time, opacity, 
interaction with other media (i.e. overlapping, crossfading etc.), image direction, image size, 
colouring and many more. Viewing the digital media of Genesis in this way formalises many 
of the intuitive choices I had made, or asked for, in the rehearsal room.  
 
Steve Dixon says: 
 
Code is quite personal and idiosyncratic for a programmer and lines of code 
can be analysed (just as a literary critic might analyse a text) to discern 
approximately when it was written, and to critique idiosyncrasies of style and 
content and how it was expressed and put together (2007, pp. 166-167). 
 
After Creative Development Two I became very familiar with the program Isadora and would 
frequently play with the program outside the rehearsal room. This expanded my creative 
capacity to generate material and form for Genesis. I spent hours inside the aesthetic 
environments from the performance, playing with, and contemplating the show and my 
research. It allowed, as Newby and Dulic suggest, an “investigation of the deep structures and 
causal networks responsible for the generation of high level detail” (2001).  
 
One key example of my investigation of the Genesis code informing my aesthetic choices was 
identifying the possibility of overlapping the image from a live feed camera with projection of 
video footage. In early creative developments, I created an interaction between two 
performers on stage. In the final moments of this interaction one of the performers takes a 
photo of the other performer and the image from the camera is immediately seen in a 
projected picture frame on the central scrim. Moments later the image begins to animate – 
reversing through the interaction the audience has just witnessed on the stage from the point 
of view of the camera. During my analysis of this moment in the code of Isadora, I could see 
the constituent parts in a visual form: the cue to snap up the still image in the projected frame, 
the cue to rewind the footage, the positioning of the images on the scrim, the opacity of the 
image, the size of the image, and others. At the same time, I was contemplating my desire to 
expand the performative gesture to communicate the content matter I was dealing with: 
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memory and loss. In this moment, I was examining the relationship between the specifics of 
the code and its relational value to memory, death, loss and grief. As part of this 
consideration, I played with other possibilities of the code and soon discovered the capacity to 
overlap a live feed image with the video of the staged interaction. The positioning of a live-
feed image of one of the performers alone overlapped with the video of the interaction we had 
just witnessed on stage produced a performative gesture laden with a sense of the themes and 
subjects I was exploring.   
 
In this example, I used the coded network we had created in Isadora to analyse a particular 
moment in the performance. This analysis informed my aesthetic choices in the next creative 
development and expanded the aesthetic gesture. Not only was Isadora a tool for us to have 
“interactive control over digital media” (TroikaTronix, 2008), but it was also a “tool for 
exploring, gathering and analysing information” (Gray & Malins, 2004) that could inform the 
aesthetic choices in the creation of the work. This methodology demonstrates the ability of 
certain projection infrastructure to inform the aesthetic of the creative work. In this example, 
it also created productive conditions for the evocation of an aesthetic idea that will be 
explored in greater detail in Chapter 4.  
 
2.9  CONCLUSION 
 
The conceptual and methodological terrain of Performative Research and Practice-led 
Research leads the methodology detailed in this chapter. The use of enquiry cycles provides a 
structured trajectory of planning, action and reflection, which, in tandem with the data 
gathering methods, allows the study to deepen its key research concerns as well as provide 
documentary data of the research process undertaken. The large amount of data captured 
during this study has been presented in a Methods Sampler, which presents a selection of 
representative documentation that supports the articulation of the key concerns of this 
research.  
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CHAPTER THREE: CONTEXTUAL REVIEW    
 
This chapter describes the conceptual and practical terrain of this research. It is not intended 
to reflect all the key concepts of the field of digital performance nor the wealth of theorising 
on aesthetic ideas; rather, key ideas are presented in discrete and relevant frames which bring 
together theory and creative work to address my key research questions. As Gray and Mullins 
indicate: “Knowledge is negotiated – intersubjective, context bound, and is a result of 
personal construction” (2004, p. 21). The following construction particularly examines 
historical examples, theory and creative work that have, at their heart, a desire to express 
aesthetic ideas via the use of projection in live performance.  
 
In my quest to evoke aesthetic ideas via the use of digital projection in live performance, the 
first part of this contextual review explores Immanuel Kant’s work on: determinate and 
indeterminate concepts, aesthetic ideas, purposiveness and aesthetic attributes. These theories, 
expounded in his 1790 work The Critique of Judgment (Kritik der Urteilskraft), specifically 
begin to address the research question: ‘What is an aesthetic idea and why is it significant in 
contemporary performance?’ 
 
Section 3.2 demonstrates the capacity of technology to open new registers of perception – 
new ways of seeing and understanding. Section 3.3 outlines a selective history of the use of 
projection starting from the use of the Magic Lantern in the early 1600s. Sections 3.4 and 3.5 
focus specifically on Digital Performance and Intermediality. Here, deterritorialisation, 
reterritorialisation and Dixon’s projected doubles are investigated as key strategies in the 
construction of a rich scenic language that communicates ideas via its aesthetic composition.     
 
Section 3.6 presents the work of Robert Lepage and Peter Greenaway and, in particular, 
explores their desire to use projection in performance to evoke aesthetic ideas. It also presents 
one example each, from their work, that demonstrates the functionality of the strategies of 
deterritorialisation, reterritorialisation and Dixon’s projection doubles. 
 
The final section of this contextual review is presented as a typology of use for projection in 
performance. It is composed of six categories of projection in contemporary performance. 
These categories are detailed using images from live performances of eight significant artists 
and groups where projection has been used as part of the scenic action.  
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3.1  KANT’S AESTHETIC IDEAS   
 
3.1.1  Determinate and indeterminate concepts  
 
Kant distinguishes two different understandings of concept: determinate and indeterminate. 
Determinate concepts are based in the faculty of understanding. These concepts have two 
parts: the first are known characteristics from the empirical world, and the second is the 
perception of the concept. In another way, it is “a determinate set of marks that provides a 
rule or a decision procedure for what falls under it” (Allison, 2001, p. 239). Jennifer 
McMahon uses the example of a tree:  
 
… a woody plant with a trunk, branches extending out with green leaves and 
so on … not only can we think of a tree but also we can perceive one … 
rarely would one be involved in disputes regarding whether something was or 
was not a tree (2007, p. 22).  
 
Indeterminate concepts are based in the faculty of reason and operate quite differently. For 
Kant, they are concepts which transcend the boundaries of any category; in other words, they 
do not contain “a determinate set of marks that provides a rule or a decision procedure for 
what falls under it” (Allison, 2001, p. 239). Rather they are “concerned with the 
presuppositions of experience” (2001) as opposed to being derived from experience itself. 
Kant also called these concepts transcendental or rational ideas. 
 
3.1.2 Defining the Aesthetic Idea 
 
As stated in the introduction, according to Kant:  
 
The aesthetical idea is a representation of the imagination associated with a 
given concept, which is bound up with such a multiplicity of partial 
representations in its free employment, that for it no expression marking a 
definite concept can be found; and such a representation, therefore adds to a 
concept much ineffable thought, the feeling of which quickens the cognitive 
faculties…. (1914, p. 159) 
 
Aesthetic ideas do not rely on deductive processes of cognition, which are characterised by 
the identification of a determinate concept. Instead, an aesthetic idea is based on 
indeterminate concepts or rational ideas. The indeterminacy of an aesthetic idea comes from 
the absence of a determinate concept. However this does not render it meaningless, quite the 
opposite.  
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Kant suggests that “such a representation … adds to a concept much ineffable thought, the 
feeling of which quickens the cognitive faculties …” (1914, p. 159). In this moment the 
concept at stake aesthetically enlarges in an unbounded fashion (Kant, 1914, p. 158) and is 
“bound up with … a multiplicity of partial representations” (Kant, 1914, p. 159). Within this 
process Brad Haseman suggests “aesthetic ideas provide artists with content, ‘the wealth of 
material’ which they manage to realise in ‘sensible expression in a way that goes beyond the 
limits of experience’” (1999, p. 38).  
 
3.1.3 Purposiveness 
 
A key element of an aesthetic idea that became increasingly significant throughout this study 
was purposiveness. In the introduction to Kant’s Critique of Judgment, J.H. Bernard describes 
it thus: 
 
… purposiveness may be only formal and subjective, or real and objective. In some 
cases the purposiveness resides in the felt harmony and accordance of the form of the 
object with the cognitive faculties; in others the form of the object is judged to 
harmonise with the purpose in view in its existence. (1914, p. 10) 
 
In the first case, purposiveness is a reflective judgment in the sense that it is perceived in an 
object without a definite purpose. An example of this would be viewing the entirety of nature 
as connected and related. In this example “it is only by the assumption of such a principle 
[purposiveness] that we can construe nature to ourselves” (J.H. Bernard in Kant, 1914, p. 10). 
In the second case, the purposiveness of an object or thing is apparent because of its clear 
purpose; it has been specifically designed to serve a purpose, and the relation between its 
form and purpose is clear from determinate empirical evidence. Although both types of 
purposiveness are present in this study, the first is of most interest because of its closer 
relation to aesthetic ideas.  
 
Kant suggests the first type of purposiveness is a regulative principle that connects the two 
human faculties: understanding and reason. It is exemplified by the human need to distinguish 
between the possibility and the actuality of things. Kant explains:  
 
Such a distinction (between the possible and the actual) would not be given 
were there not requisite for knowledge two quite different elements, 
Understanding for concepts and sensible intuition for Objects corresponding 
to them. (1914, p. 225) 
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The second: sensible intuition, “which give us something without allowing us to cognise” via 
determinate concepts (Kant, 1914, p. 225) is necessary in order to distinguish ‘between the 
possible and the actual’. When we say something ‘ought to’ have occurred, we are engaging 
in two faculties: the faculty that relies on the actualisation of a phenomena (the faculty of 
understanding), and the faculty that is intuiting a desire for something that is not actualized (a 
‘transcendent concept’ in the faculty of reason). For Kant, this becomes, 
 
so far as we can represent it in accordance with the constitution of our 
Reason, for us and for all rational beings that have a connexion with the 
world of sense, a universal regulative principle. (1914, p. 227) 
 
This principle brings sharp focus to the importance of indeterminate concepts in the faculty of 
reason and our recognition of them as integral to our way of being. When artists are managing 
indeterminate concepts or aesthetic ideas in the live performance space they are indeed 
searching for sensible intuition of objects corresponding to them. In this process there would 
be a connection between the actual artistic composition and the indeterminate concepts or 
aesthetic ideas that the composition is aiming to articulate or evoke: a “felt harmony and 
accordance of the form of the object with the cognitive faculties” (J.H. Bernard in Kant, 1914, 
p. 10).  
 
Another key aspect of the first type of purposiveness in art is its ability to seem like nature, 
although we are conscious of it as art. Kant explains: 
 
A product of art appears like nature when, although its agreement with the 
rules, according to which alone the product can become what it ought to be, is 
punctiliously observed, yet this is not painfully apparent; … it shows no trace 
of the rule having been before the eyes of the artist and having fettered his 
mental powers. (1914, p. 151) 
 
This element of the purposiveness of art brings sharp attention to form and convention in any 
given art form. The need for ‘no trace of the rule’ as called for by Kant is a consequence of 
the importance of keeping the performative gesture away from painfully apparent determinate 
concepts that destroy any aesthetic idea. It is worth repeating that an aesthetic idea is a 
“representation of the Imagination which occasions much thought, without, however, any 
definite thought, i.e. any concept, being capable of being adequate to it …” (Kant, 1914, p. 
157). In the context of live performance, harsh transparency of established or traditional form 
or convention will lead to the domination of the faculty of understanding, a very different 
engagement than that of a purposiveness that “resides in the felt harmony and accordance of 
the form of the object with the cognitive faculties” (J.H. Bernard in Kant, 1914, p. 10).  
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In this way the artist is set with the challenge of creating “something that in a certain sense 
goes beyond his or her own skills and understanding, i.e. beyond those skills that consist in 
following certain rules” (Wenzel, 2005, p. 96). To create purposiveness, as is seen in nature, 
the work of art must provide “a good basis for discovering various kinds of purposiveness 
without a purpose” (Wenzel, 2005, p. 96).   
 
3.1.4 Aesthetic Attributes 
 
Central to Kant’s aesthetic idea is his notion of aesthetic attributes, which goes to the heart of 
creating a visual language in a performance space that strives to evoke an aesthetic idea. He 
suggests aesthetic attributes are representations of the imagination placed under a concept, 
those 
 
… which do not constitute the presentation of a given concept itself but only, 
as approximate representations of the imagination, express the consequences 
bound up with it and its relationship to other concepts (Kant, 1914, p. 158) 
 
Kant suggests Jupiter’s eagle with the lightning in its claws as an attribute of the mighty king 
of heaven (1914, p. 158). One of the consequences, or results and inferences, bound up with 
the presentation of Jupiter’s eagle is the power and natural might of the eagle and lightning – 
one from the earth and one from the sky. These consequences become underdeveloped 
material to attach to other concepts. In regard to this particular consequence, there is a 
possible relationship with various indeterminate concepts pertaining to God, heaven and 
spirituality through the purposiveness of the particulars. These consequences and their 
relationship to other concepts demonstrate the capacity of aesthetic attributes to furnish 
aesthetic ideas.   
 
In the process of furnishing the aesthetic idea, Kant suggests aesthetic attributes “take the 
place of logical presentation; and thus as their proper office they enliven the mind…” (1914, 
p. 158). When deployed, aesthetic attributes allow “the imagination to think more by their 
aid… than could be comprehended in a concept” (1914, p. 158). Aesthetic attributes open to 
the viewer an abundance of underdeveloped material for the understanding, which it applies 
to the concepts at stake. The aesthetic attributes are part of a quickly passing play of 
imagination that aesthetically expands the concepts; they obtain aesthetic dimensions.   
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3.1.5 Conclusion  
 
Kant’s theories provide fertile territory for the performance maker who uses projection in live 
performance to communicate via the sensuous realm. The use of determinate and 
indeterminate concepts, aesthetic ideas, aesthetic attributes and purposiveness can give access 
to the audience to the sensuous realm – a realm which has a sole purpose of communicating 
via the senses. The mechanics of these theories, in relation to the use of digital projection in 
live performance, have been investigated in detail in this study. This section will now explore 
the relation between certain technologies and human perception, and a brief history of the use 
of projection in performance.  
 
3.2 TECHNOLOGY AND PERCEPTION 
 
New technologies, and their applications, have a history of opening up new forms of human 
experience. In his book Technology: art, fairground and theatre (2003) Petran Kockelkoren 
gives the example of the introduction of the train in the nineteenth century and quotes letters 
by Victor Hugo describing his experiences travelling on a train for the first time: 
 
Flowers by the side of the road are no longer flowers but flecks, or rather 
streaks, of red or white; there are no longer any points, everything becomes a 
streak; the grainfields are great shocks of yellow hair; fields of Alfalfa, long 
green tresses; the towns the steeples, and the tress perform a crazy mingling 
dance on the horizon; from time to time a shadow, a shape, a spectre appears 
and disappears with lightning speed behind the window: it’s a railway guard 
(pp. 16-17)  
 
Kockelkoren goes on to examine key examples of the integration of technologies to the world 
arguing that new technologies open up new registers of perception (2003, p. 8). He identifies 
this as a cultural process where technology extends our ability to perceive, redistribute social 
relations – elicit new visual language and conferral of meanings. This mediation takes place 
as soon as an artifact, like the train, articulates our sensory relations with the world around us 
– over time “people appropriate a new, technologically mediated sensory regime” 
(Kockelkoren, 2003, p. 17). Kockelkoren suggests that it is art, above all, that contributes to 
the domestication of mediatory technologies – he asks: “what can art mean for us in the 
current era?” (2003, p. 7). 
 
The expanded use of projection and computer technology in the last 20 years not only offers 
artists new tools to incorporate into their performance works, but also the capacity to use 
these new tools to open up new registers of perception within the aesthetic dimension. Roy 
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Ascott has labeled the capacity of this technology to open up reality and to give shape to 
culture, technoesis: 
 
…an act of cognition via technology or the technologically mediated 
formation of images and conferral of meaning. In other words, we learn to 
perceive and attach words to what we perceive in a culturally conditioned 
way through technology (Kockelkoren, 2003, p. 34) 
 
The act of the technologically mediated formation of images and conferral of meaning is the 
act of the performance maker who uses projection in the performance space. This 
understanding brings with it an important responsibility for the artist: a responsibility bound 
with how audiences learn to perceive. In his book MediaArtHistories Grau suggests: 
 
we are at the very beginning of understanding how projection might work. If, 
as I believe, it is a hugely significant metaphor in the ways we understand our 
relationships with the world and with each other, then the kinds of formal 
permutations signalled by artists actively engaging in projection as a 
malleable resource for the making of art are potentially a royal road toward 
making new ways of seeing. (2007, p. 416) 
 
3.3  PROJECTION BEFORE DIGITAL PERFORMANCE 
 
While this study sits primarily in the field of Digital Performance, there is a long history of 
the use of projection that pre-dates the onset of the digital world. Here I will outline some of 
the early uses of projection and identify their ability to open up new forms of human 
experience – new ways of seeing and understanding.  
 
In 1420 Johannes de Fontana sketched an image of a nun holding a lantern. This image came 
to be viewed as one of the earliest depictions of a camera obscura – an optical device that 
projects an image of its surrounds on a surface.    
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(Fontana, 1420) 
This device was being experimented with by many scholars and scientists and later 
transformed into the Magic Lantern, which has a concave mirror in front of a light source. 
This mirror would gather light and project it through a slide with an image on it, producing a 
larger image on the projection surface. 
 
The rise to fame of this optical wonder began with the projection of the image 
of a corpse by its first mediator, the traveler Rasmussen Walgenstein (1609– 
1670), at the court of King Frederik III in Copenhagen. As of the mid-
seventeenth century, the laterna magica, or magic lantern, provided the means 
to tell stories in projected images. (Grau, 2007, p. 142) 
 
The Magic Lantern was soon developed to include a rotating disc with multiple images. When 
manually operated, the images would be projected onto the projection surface in sequence, 
producing motion.  
 
The early use of the Magic Lantern in illusion and stage shows was an important development 
in the use of projection in performance. As early as the 1600s, travelling illusionists and 
storytellers were using Magic Lanterns to project ghosts, skeletons and images of the dead. 
This form of theatre was called Phantasmagoria. Artists would project these images on 
material screens, smoke and other surfaces. In his book MediaArtHistories Grau suggests “It 
[Phantasmagoria] is a model for the ‘manipulation of the senses’, the functioning of 
illusionism, the convergence of realism and fantasy, the very material basis of an art that 
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appears immaterial…” (2007, p. 148). The Magic Lantern was a fantastically suggestive new 
media that could tap into the aesthetic worlds of the dead and the terrifying.  
 
What is immediately apparent with the early uses of projection in performance is its ability to 
capture the imaginations of its audience through the nature of its aesthetic form. Even with its 
relatively primitive projection devices, Phantasmagoria was described as “a fantastic 
sequence of haphazardly associative imagery, as seen in dreams or fever” (Callas, 1996, p. 1). 
The continued development of camera, projector and computer technologies has served to 
radically increase the capacity of artists to inhabit the sensuous by manipulating the projected 
image.  
 
Referring back to Abbs’s definition of aesthetic as a “mode of apprehending through the 
senses the patterned import of human experience” (1989, p. xi), we see the ability of 
Phantasmagoria to actually create a visual form for ideas such as the afterlife, evil and death. 
The aesthetic form itself, like my own indeterminate impressions of these ideas, is immaterial, 
translucent and fantastical. Something that is immaterial is spiritual, rather than physical. 
These shared, analogical aesthetic elements are not a coincidence, they are, as Grau suggests 
“the very material basis of an art that appears immaterial” (2007, p. 148). It is the aesthetic 
features of this art form that give it its ability to infiltrate the world of ideas. Perhaps, at this 
time in the historical use of projection in performance, audiences where experiencing an 
aesthetic idea as proposed by Kant: “a representation of the imagination associated with a 
given concept” (1914, p. 159). In this instance, the concepts would be spirits, death, heaven, 
hell, evil and eternity.  
 
3.4  DIGITAL PERFORMANCE 
 
Steve Dixon defines digital performance as “performance works where computer 
technologies play a key role rather than a subsidiary one in content, techniques, aesthetics or 
delivery forms” (2007, p. 3). In this study digital is defined, via the working definition taken 
from the Digital Performance Institute, as a 
 
… particular way of describing the real world, a specific technique of 
encoding sensory data (sound, music, movement, sets, costumes etc.) that 
allows that information to be communicated, altered, manipulated and 
ultimately interpreted in a complex and potentially intelligent manner. It also 
includes multimedia and interactivity as you have a huge and constantly 
expanding toolbox of theatrical effects that each has their own intelligence, 
sensitivity and subjectivity, that in a sense become characters on stage. (2001)     
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Dixon identifies the semiotic relationship between the screen imagery (A) and the live 
performers (B) as most commonly interpreted as either a “dialogical relationship (A versus/in 
relation to B), or as establishing an additive combination which engenders something entirely 
new, namely C (A + B = C)” (2007, p. 336).  
 
Early uses of media and computer-generated projections in the performance space focused 
predominantly on the ‘dialogical relationship’ indicated by Dixon. Erwin Piscator is 
recognised as one of the early theatre directors to use projection technology in most of his 
productions. Working in Germany directly after WWI, Piscator began using projection whilst 
working at the Volksbühne in Berlin. In his own writing (in Giesekam, 2007, pp. 47-48), 
Piscator indicates three ways in which he used projection: 
 
1. Didactic: film supplements the onstage drama by presenting objective facts and 
information that broaden the subject in terms of time and space.  
2. Dramatic: film carries the action forward and is a substitute for the live scene, ‘but 
where live scenes waste time with explanation, dialogue, action, film can illuminate 
the situation with a few quick shots. 
3. Choric: Film commentary accompanies the action in the manner of a chorus. It 
addresses itself directly to the audience… recalling how the chorus functions in 
Greek tragedy… 
 
These techniques are still used in performance today. Companies that focused on issues of 
politics often use the didactic technique. Bertolt Brecht was a huge influence on this use of 
projection. He would often project facts, figures and textual narrative that supported or 
contradicted the stage action. Dramatic techniques have continued to be used in more 
traditional theatre contexts with certain scenes taking place on screens located in the set 
design. The significance of these early uses of projection in theatre was that it extended the 
aesthetic space of the stage and connected images of the real world with on-stage action, 
themes and subjects.     
 
Another significant director who was a key advocate of the new capacities of using projection 
in performance during the 1920s was Vsevolod Meyerhold. Although Meyerhold 
communicated the future of projection in performance passionately, “the historical records 
suggest that…projection played a relatively minor role in Meyerhold’s work” (Salter, 2010, p. 
144). In his book Entangled, Chris Salter says: “out of Meyerhold’s enormous oeuvre, only 
three productions on the historical record used projection” (2010, p. 144). Piscator’s typology 
of his use of projection was echoed by Meyerhold who believed in “the cinematic image as a 
kind of image architecture, a living billboard of designed slogans and texts” (Salter, 2010, p. 
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144) which “the director can use… to enhance the propaganda aspect of the play” (Meyerhold 
quoted in Salter, 2010, p. 144). 
 
The creative work and theorising of Piscator, Brecht, Meyerhold, and later The Living 
Theatre in America, to name a few, was all based on the premise that projected imagery could 
enhance, and sometimes problematise, the agenda of socialist ideologies. They projected 
images of text, newspaper articles, political rallies, cartoons, statistics, maps and projected 
titles. These are all the work of Dixon’s “dialogical relationship (A versus/in relation to B)” 
(2007, p. 336). 
 
Dixon’s “additive combination” (A + B = C) was most prominent (with some exceptions) in 
performance post-1960. Artists saw projection as the ability to present the sub-conscious – as 
in the phantasmagoria – the ability to tap into the world of dreams and images of transcendent 
concepts. Happenings and Fluxus events where often described as ‘intermedial’ – a term 
initially coined by Dick Higgens who was an early Fluxus artist. Greg Giesekam, in his book 
Staging the screen : the use of film and video in theatre (2007) describes this period of work 
as being characterised by multiplicity and simultaneity: “events were built around alogical 
juxtapositions and structures that rejected coherent narratives and self-reflexively played off 
representational conventions, especially those of media such as film or television” (p. 74). Of 
most interest to this study were artists like Carolee Schneemann whose approach to working 
with sculptures, films and video in the performance space was based on  
 
the hypermediatic view that artworks should cast into stress the spectator’s 
total sensibility, and that ‘our best developments grow from works which 
initially strike us as “too much”; those which are intriguing, demanding, that 
lead us to experiences which we feel we cannot encompass’. (Schneemann 
quoted in Sandfored in Giesekam, 2007, p. 75) 
 
These descriptions (or ambitions) of the capacity of projection technologies in performance 
start to reveal connections with Kant’s theorising on aesthetic ideas: ideas that he suggests 
“enliven the mind by opening out to it the prospect into an illimitable field of kindred 
representations” (1914, p. 158).  
 
3.5  INTERMEDIALITY AND PROJECTION 
 
This section outlines intermediality, deterritorialisation, reterritorialisation and Dixon’s digital 
doubles. These key concepts have been specifically chosen for two reasons: firstly, because 
they revealed themselves as key attributes at play in the creation of Genesis; and secondly, 
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because I believe they are significant attributes of an aesthetic language with features 
analogical to Kant’s architecture of an aesthetic idea. 
 
Intermediality in performance is a conceptual framework, and an effect that sits within the 
field of digital performance. The framework, first introduced to performance theory in 
Intermediality in Theatre and Performance (2006), is defined as: 
 
… a space where the boundaries soften – and we are in-between and within a 
mixing of spaces, media and realities. Thus, intermediality becomes a process 
of transformation of thoughts and processes where something different is 
formed through performance. (Chapple & Kattenbelt, 2006, p. 12) 
 
The second, and most recent publication, from the same research group is Mapping 
Intermediality in Performance (Bay-Cheng, Kattenbelt, Lavender, & Nelson, 2010), which 
serves to bring the theory much closer to a working proposition. This edited book builds upon 
Chapple and Kattenbelt’s by “affording a tighter focus… on digital culture and the 
implications for theatre of what has been called the ‘intermedial turn’” (Bay-Cheng, et al., 
2010, p. 13). They refer to Klaus Brhun Jensen when offering an up-to-date definition of 
intermediality: 
 
Intermediality refers to the interconnectedness of modern media of 
communication. As means of expression and exchange, the different media 
depend on and refer to each other, both explicitly and implicitly; they interact 
as elements of particular communicative strategies; and they are constituents 
of a wider cultural environment (cited in Donsbach 2008). (in Bay-Cheng, et 
al., 2010, p. 15) 
 
Bay-Chen et al. focus on “the ‘mediatised’ in the sense of technologically (digitally) wrought, 
as it functions in performance” (2010, p. 15). Most important to this study, it brings light to 
“intermediality as the combination and adaptation of separate material vehicles of 
representation and reproduction” and its ability of “communication through several sensory 
modalities at once” (Jensen quoted in Bay-Cheng, et al., 2010). Here they clearly identify the 
space of live performance with computer technologies and digital projection as part of its 
material make-up. They also focus on the “range of ‘inters’ at play… through examples of 
praxis” (2010, p. 17). Accordingly, this section brings closer attention to intermediality as “a 
matter of redefining our senses and resensibilising our perception through bodily encounters 
with (digital) technology” (Bay-Cheng, et al., 2010, p. 28). The significance of intermediality 
in this study is its capacity to expand the use of aesthetic forms in performance and develop 
artists’ and audiences’ visual literacy in the process.  
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3.5.1 Deterritorialisation and Reterritorialisation 
 
In digital performance one of the most prominent transformations of time and space “has been 
the ability to access information outside progressive linear time and defined material spaces” 
(Bay-Cheng, et al., 2010, p. 83). Bay-Cheng et al. identify the key concepts associated with 
this transformation: “displacement; deterritorialisation; glocalisation [a term joining local and 
global]; and telematics” (2010, pp. 97-99). Most pertinent to this study are displacement and 
deterritorialisation, which together serve to fracture the space of performance by utilising the 
disparate ontologies of the different media in the performance space.   
 
In displacement, we see the mechanics of removing objects, images and words from their 
original context, which in turn “add[s] to a sense of displacement” (Bay-Cheng, et al., 2010, 
p. 97). A common strategy of art in general, displacement in a performance environment that 
uses projection has the capacity to reconfigure the ontology of time and space – as in the use 
of live feed cameras on stage: the subject is doubled and displaced in the act of remediation. 
This key concept was present in the work of Bertolt Brecht who aimed to create a 
Verfremdungseffekt. “The aim of this technique was to make the spectator adopt an attitude of 
inquiry and criticism in his approach to the incident” (Huxley & Witts, 2002, p. 99). Brecht 
said:  
 
When she appears on stage, besides what she is actually doing she will at all 
essential points discover, specify, imply what she is not doing; that is to say 
she will act in such a way that the alternative emerges as clearly as possible, 
that her acting allows the other possibilities to be inferred and only represents 
one out of the other possible variants. (in Huxley & Witts, 2002, p. 101) 
 
Here we see Brecht’s desire for the actors to displace their own actions and intentions to 
create a sense of displacement, inferring other possible time/spaces. Perhaps more pertinent to 
this study, Verfremdungseffekt has its roots in the Russian Formalist notion of the device of 
‘making strange’ or ‘priem otstranenie’. The aim here is to make the familiar strange, create 
estrangement, or alienation from the familiar. Here we see the ability of displacement to bring 
attention to bodies and objects anew by removing them from their original contexts, locations 
and times.   
 
Similarly, according to Ronald Bogue, “deterritorialisation concerns the detachment or 
unfixing of elements, that are therefore given greater autonomy” (cited in Bay-Cheng, et al., 
2010, pp. 97-98). Bogue’s commentary on deterritorialisation and reterritorialisation comes 
from a biological contextualisation of art as he attempts to relate aesthetics to various 
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sciences. He discusses Gilles Deleuze and Felix Guattari’s concept of deterritorialisation and 
reterritorialisation who described the process in a variety of ways: “a coming undone” (1983, 
p. 322), “the cutting edge of an assemblage” (1987, p. 88), and in regard to novelist Frank 
Kafka they described a “deterritorialisation that mutates content, forcing enunciations and 
expressions to ‘disarticulate’” (in Parr, 2010, p. 69). Perhaps most specific to this study, 
Adrian Parr suggests deterritorialisation “free[s] up the fixed relations that contain a body all 
the while exposing it to new organisations” (2010, p. 69). 
 
In digital performance reterritorialisation “implies the reorganisation of elements within new 
assemblages, in which components acquire new functions” (Bogue cited in Bay-Cheng, et al., 
2010, p. 98). Deleuze and Guattari define an assemblage as “a process of arranging, 
organising, and fitting together” (in Parr, 2010, p. 18). Here we see reterritorialisation as an 
example of Dixon’s ‘additive combination’. It suggests the capacity of projection in 
performance to create new sensory regimes where audiences are associating times and spaces 
that have been unfixed and used in new configurations. When live feed cameras capture 
images from the performance space and use those images in a delayed manner as projections 
in the performance, we see the simultaneous action of deterritorialisation and 
reterritorialisation, as time and space are unfixed and reconfigured into the live performance 
space. 
 
This example is reminiscent of the phantasmagoria. In early uses of the Magic Lantern, the 
projection of human bodies was an example of deterritorialisation and reterritorialisation as 
the human form was deterritorialised from its accepted ontology of flesh and blood and 
projected as an image of death and decay but standing upright and amongst other humans. In 
this moment of deterritorialisation and reterritorialisation the element of the dead body is 
given a greater autonomy in the performance space: it is apparent in a context it is not usually 
apparent. This appearance articulated the viewer’s sensory relations with the world, whether 
they wanted it to or not.  
 
3.5.2 Digital Doubles 
 
In Digital Performance: A History of New Media in Theatre, Dance, Performance Art and 
Instillation (2007) Dixon identifies four types, or categories of the digital double. He 
describes them thus: 
 
The reflection double announces the emergence of the self-reflexive, 
technologized self, conceived as becoming increasingly indistinguishable 
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from its human counterpart. The alter-ego double is the dark doppelganger 
representing the Id, split consciousness, and the schizophrenic self. The 
double as a spiritual emanation symbolizes a mystical conception of the 
virtual body, performing a projection of the transcendent self or the soul. The 
manipulable mannequin, the most common of all computer doubles, plays 
myriad dramatic roles; as a conceptual template, as a replacement body of a 
synthetic being. (p. 268) 
 
These four categories are developed from a history of certain types of reterritorialisation in 
digital performance practice. All categories “explore distinct representations and themes” 
(Dixon, 2007, p. 244).  
 
The ‘reflection double’ is a direct copy of the form and movement of the performer in real-
time. The ‘alter ego double’ undertakes asynchronous activity or presents “another side or 
visual embodiment of a character” (Dixon, 2007, p. 250). The ‘double as spiritual emanation’ 
relates “to notions of ghosts, astral bodies, out-of-body experiences, and soul projection” 
(Dixon, 2007, p. 254). Dixon suggests “the double may be depicted as a gaseous figure 
composed of particles, or in another, more liquid-like ethereal form, luminous and 
transparent” (2007, p. 254). The final of Dixon’s doubles is the ‘manipulable mannequin’ that 
often takes the form of an avatar produced by computer or motion-capture technology.    
 
Dixon presents these categories in a way that involves layers of contextual and historical 
references. This dense array of references actually gets drawn into the poetic types in their 
practical application. When used in a live performance context, Dixon’s doubles have the 
capacity to connect viewers with a more sensuous understanding of the human body: an 
apprehension via the senses of the patterned import of human experience. This sensuous 
understanding, as opposed to logical understanding, is elicited via the aesthetic attributes of 
the doubles: the particulars of their staging.  
 
These key concepts from the field of digital performance highlight the importance of 
meticulous attention to the technological infrastructure and its capacity, in tandem with the 
live performance elements, to become a hybrid manifestation that communicates as a whole. 
They are part of a long tradition of art making and philosophy where people displaced, 
deterritorialised and reterritorialised their bodies and objects via the projection capacity of 
open fires or any source capable of projecting a shadow.  
 
The next section explores the work and processes of two artists who work with digital 
projection technology and exemplify some of the theories presented in this contextual review. 
Their presence in this chapter is significant as both strongly articulate a particular desire to 
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express transcendent ideas through their art forms. Having analysed some of the key 
theoretical terrain of the use of projection in live performance, the following two sections aim 
to bring the reader into a closer relationship with the intention to use projection to access 
aesthetic ideas, and a working understanding of some of the concepts introduced in this 
contextual review.  
 
3.6 PERFORMANCE MAKING WITH PROJECTION 
 
This section investigates the work of Robert Lepage and Peter Greenaway through two 
practical examples. These exemplars serve to ground contextual discoveries in ways which 
reinforce the use of praxis – when theory and practice feed and inform each other. Both artists 
are internationally recognised as leaders in the use of digital projection in performance. This 
section firstly investigates both artists raison d'être, which is integral to understanding the 
significance of the aesthetic realm and aesthetic ideas in their work, and continues to answer 
one of the key research questions in this study: What is an aesthetic idea and why is it 
significant in contemporary performance? Secondly, deterritorialisation and 
reterritorialisation are used to analyse an example from each of their works in order to bring 
these key concepts closer to a working definition.  
 
3.6.1 Exemplar 1: Robert Lepage 
 
“Cocteau saw – or wished to see – death through the veil of life” 
(Lepage in Charest, 1998, p. 161) 
 
Since 2006 I have observed and participated in multiple projects with Lepage at his creation 
centre La Caserne Dalhousie in Quebec City. As part of this work, I produced a study (2008) 
that detailed the key working processes of simultaneity and synesthesia used by Lepage and 
his company when creating new work. The specifics of these working methods, that are 
ultimately a creative process based on intuition, are presented in detail in Ex Machina’s own 
publication Creating for the Stage (Caux & Gilbert, 2007). This book outlines Lepage’s 
method of collective creation and the company’s ambition to create theatre that is in “a 
constant dialogue between the personal and the universal” (Caux & Gilbert, 2007, p. 22). The 
book brings attention to the importance of all elements of a production being created 
simultaneously, and key principles such as chaos and coincidence that imbue the creative 
process. Lepage says: “Sometimes, if we pay attention to coincidence, we connect with the 
grand design of things” (quoted in Caux & Gilbert, 2007, p. 36).  
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This ambition to connect with a ‘grand design’ is at the heart of Lepage’s work. In an 
interview I conducted with him in 2006 he described it like this: 
 
You have to be confident that when you start working on a piece of work, or a 
resource, whatever the starting point, that a river will appear, and eventually 
that will break out into streams and these streams eventually go back to the 
primal, whatever it is, whether it’s the cloud that feeds them or the sea. (in 
Knapton, 2008) 
 
Lepage works on multiple projects at any one time. Given his working style and the 
crosspollination between projects, Lepage and his team find themselves working with similar 
themes and stories on different projects. Some recurrent themes and interests include: 
decalage, travel, distance, communication, language, artists. These themes and interests 
manifest in a plethora of ways in the content and form of Lepage’s creations: from parts of 
airplanes on stage, to cast members who speak multiple / different languages, to phone 
conversations happening across continents, to scenes where people are running; riding bikes; 
in subways, trains, and cars. Lepage’s productions frequently embody these themes and points 
of interest in their aesthetic form. Incarnating the subjects and themes in the form of the 
performance is one of Lepage’s key ambitions in the creation of performance work. He said: 
 
In theatre, the audience has to be immersed in the show’s argument, and to be 
immersed in the argument every sense has to seize it and so the form has to 
become an incarnation of the subjects and themes… if we have something to 
say, the medium will be the message (in Charest, 1998, p. 160). 
 
To incarnate is to put an idea or other abstract concept into a concrete form. Lepage’s choice 
is that of the aesthetic realm / theatrical performance. As he strives to create a theatre where 
the audience is immersed in a show’s argument, Lepage employs any tools at hand to tell the 
story. Although initially not recognised as a leader in the use of cutting edge technology, 
projection has played a leading role in many of Lepage’s shows. Greg Giesekam suggests it is 
Lepage’s “constant inventiveness with which he employs video within the governing aesthetic 
of transformation that informs his productions [that] mark[s] his work out from much other 
multimedia work” (2007, p. 244). 
 
In Connecting Flights (Charest, 1998) Lepage discusses his affinity with Jean Cocteau saying:  
 
Cocteau’s genius is that his writing reflects the nature of his themes: speed, 
translucence, childhood… when he writes about opium, you find the rhythm 
and movement of opium in his poetry (1998, pp. 160-161) 
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Lepage, like Cocteau, searches for a form that incarnates the subjects and themes he is 
working with: for Cocteau it was poetry, for Lepage it is theatre. In my viewing of Lepage’s 
theatre shows, and my time with the company, I have seen this concept at work many times. 
Here is a journal entry I made whilst watching one of the first creative developments of 
Lipsynch: 
 
As an audience member, everything apparent in the scene (the 
set, the lighting, the words, the props) is talking to me. Right 
now the team is working on a scene where a mother (ex opera 
singer) and son are on a UK tube. They are discussing the boy’s 
change of voice as he is going through puberty. As I listen to the 
sound of the tube and the wind outside I can sense the boy’s 
throat. Maybe the tube is the throat? 
They start to sing together and they laugh when they disturb 
the other passengers. Again, I sense the voice, I sense the throat. 
The tube stops and there is anxiety amongst the passengers...is 
there a problem with the tube / the wind passage / the throat? 
Shortly people are finding it hard to breathe in the tube...they 
are trying to open windows... (personal journal entry in Knapton, 2008, 
p. 46) 
 
This entry identifies the overwhelming communication of ‘voice’ through a series of partial 
representations, symbols, metaphors and intimations. As Cocteau reflected his subject through 
writing, Lepage reflects his through set design, sound and image, and the conflation of all of 
these elements. For Lepage, this approach is no different when using digital projection. Most 
important to this study is the ambition to incarnate, or manifest, aesthetic ideas. Here is a 
performance example from Lepage’s show Lipsynch that exemplifies this incarnation process.  
 
In one scene of Lipsynch that I observed being created, a young prostitute was the victim of 
group rape. The character of the prostitute (played by Nuria Garcia) was positioned on a chair 
on stage right while a hooded man (Hans Piesbergen) wearing black was seated on a chair on 
stage left – this man had a video camera facing him that was recording his image. As the 
hooded man began to touch his chest, in a sexually suggestive way, the audience could also 
see his hands appear on the body of the prostitute where the camera’s image was being 
projected. As the scene progressed, more masked men placed their hands on the first hooded 
man’s body, pushing his black shirt up to reveal his skin and nipples, which again appeared 
on the prostitute’s body.  
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The technology used in this scene is deceptively simple: a live feed camera faced at the 
hooded man’s body and the projected image then placed on Nuria’s body. The initial 
projection on the prostitute’s body cannot be seen because the man who was being filmed has 
black clothing and a black hood. As the man lifts his hands and starts to touch his own body 
the skin is revealed in the projected image. Likewise when his shirt is lifted, more skin 
appears on the projected image. 
 
The recording and subsequent projection of the man’s body onto the prostitute’s is an 
example of deterritorialisation and reterritorialisation. His body has been detached and 
encoded on the prostitute’s body while he sits anonymously at a distance. As Adrian Parr 
suggests deterritorialisation has “free[d] up the fixed relations that contain… [the] body all 
the while exposing it to new organisations” (2010, p. 69). The projected image on the 
prostitute’s body completes the reorganisation of elements within a new assemblage. In this 
process the components at play (the body, the man’s black clothes, the prostitute’s pale 
clothes etc.) “acquire new functions” (Bogue in Bay-Cheng, et al., 2010, p. 98): The man’s 
and the woman’s bodies were now screens interconnected via the camera and projector. These 
screens were the main sites of information during the whole scene. 
 
The physical distance between the two actors on stage struck me as potent at the time. On 
reflection, this was because of the aesthetic contradiction it posed via its penetration of space 
– the subjects were distanced whilst at the same time the man was evilly violating her body. 
This again demonstrates the reorganisation of elements that, for me, drew new attention to the 
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object via sensorial engagement. The newly created assemblage was the combination and 
culmination of the intrascenic particulars.  
 
The assemblage, or composition, had also activated what Isabelle Pluta calls an ‘analogical 
transfer’: “the visual process constructs on the one hand the hybrid figure of the actor. On the 
other hand, we see this figure from a different angle, which elicits “a strange impression 
of...disparity” (in Bay-Cheng, et al., 2010, p. 194). Part of the actor has been doubled, and in 
the process his projected body has transformed the female actor’s body – a metaphorisation 
had taken place through a “transfer by analogical substitution” (in Bay-Cheng, et al., 2010, p. 
97). The new assemblage of the aesthetic space had incarnated the symbols and analogies at 
play between the content and form, namely:  
 
• the anonymity of the hooded men is subsumed by the appearance of a headless 
projection 
• the isolation of the prostitute is staged 
• the hooded man’s skin has encoded the prostitute’s skin 
• control is embodied by the fact that the prostitute cannot physically remove the mans’ 
hands.  
 
This performance gesture had promoted a new sensory regime that I propose was creating a 
fresh conferral of meanings for the spectator, where they were associating ideas with the 
aesthetic particulars of the staged composition.  
 
3.6.2 Exemplar 2: Peter Greenaway 
 
This section purposively uses an example from Greenaway’s oeuvre that takes place outside 
of a physical theatre and without a body in flesh and blood present. The reason for this choice 
is that I believe the attributes being suggested in this contextual review, as instigators of a rich 
scenic subject and aesthetic languages that aim to communicate ideas and sensuous 
understanding, are not restricted to use in the theatre but are just as powerful outside this art 
form.  
 
In 2006 Peter Greenaway embarked on the creation of a series of digital video installations 
entitled Nine Classical Paintings Revisited. This section details the nature of one part of this 
series: Remixing da Vinci's The Last Supper. The first part of this digital video installation 
occurred once, in the refectory of Santa Maria delle Grazie in Milan with an audience limited 
to “a select group of Milanese dignitaries, art experts and a few of the friary's monks” (Booth, 
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2008). The installation consisted of digital projection on the original 15th century mural 
painting by Leonardo da Vinci, The Last Supper. After this once-off performance, Greenaway 
also created a larger exhibition called Leonardo's Last Supper: A Vision by Peter Greenaway, 
where a clone of Da Vinci’s The Last Supper was used as the projection surface.  
 
Greenaway’s goal was to: 
 
…provide it [The Last Supper] with a relevance to contemporary notions of 
the post digital revolution, make it relevant to the imaginations of the laptop 
generation and be able to, in some way, revitalize and bring up to date all 
sorts of ideas about its meaning, about its composition, about its organisation, 
about its materials, about its politics…(Greenaway, 2010) 
 
This quote identifies Greenaway’s ambition to connect the artwork with people’s 
imaginations: to connect the audience with ideas. This is quite explicitly a desire for the work 
to evoke aesthetic ideas in the imaginations of his audience. Greenaway suggests that 
reproductions of great works are often far better than the originals for the precise reason that 
we reassess them from a post-digital position (Greenaway, 2010). This type of reassessment 
uses the capacity of our contemporary visual abilities. Greenaway’s reassessment via 
projection light focused on: “space, solidarity, symmetry and a harmonic association of two-
dimensional versus three-dimensional” (Greenaway, 2010).  
 
When Greenaway projected on the original painting, The Last Supper, it was for a shorter 
period of time than his touring installation, which goes for 45 minutes (a seven-minute 
preview can be viewed at 
http://www.youtube.com/watch?v=CFTs_6C919g&feature=related). During this 45 minutes 
he projects “certain sort[s] of masking techniques” (Greenaway, 2010) directly onto the 
canvas of the painting. These masking techniques often include projecting dark colors on 
certain parts of the painting and not others – this has the ability to make anything with dark 
colors on it disappear from view leaving only the part of the painting with light coloring 
exposed. One example of this is when the hands of the people sitting at the table are exposed 
while the rest of the room in the painting is darkened.  
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This performance example demonstrates the work of deterritorialisation and 
reterritorialisation as the element of the paint becomes unfixed and fluid. Its subsequent 
autonomy allows for the live remixing of Da Vinci’s visual artwork. In this moment the 
element of paint is “given greater autonomy” (Bogue in Bay-Cheng, et al., 2010, pp. 97-98) 
precisely because of its ability to create a startling new assemblage. Inside this new 
assemblage its own “components acquire new functions” (Bogue in Bay-Cheng, et al., 2010, 
p. 98). In this example, the unfixed paint functions to bring attention to the hands in the 
painting whilst masking other detail. In doing so it can change the nature of anything visible 
in the painting: colour, opacity, focus and many more elements depending on the functionality 
of the projection infrastructure and computer programs being used.  
 
In deterritorialising and reterritorialising the paint of Da Vinci’s The Last Supper Greenaway 
has activated a rich visual language capable of communicating via image and the sensual. The 
significance of this use of deterritorialisation and reterritorialisation was its capacity to allow 
a different perception of da Vinci's The Last Supper via the aesthetic realm. Many art theorists 
have given access to intellectual modifications of the perception of the artwork, but perhaps 
no one has activated this via the sensory realm in a more palpable way then Greenaway.  
 
In both of these examples, we see the use of projection as a compositional tool activating 
deterritorialisation and reterritorialisation in the live performance space. These strategies 
extend the ability of the viewer to perceive themes and ideas by connecting them with the 
particular elements of the artistic composition.  
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3.7  A TYPOLOGY OF USE FOR PROJECTION IN PERFORMANCE 
While undertaking the contextual review it became clear that it was possible to categorise a 
number of the projection techniques I was seeing. Accordingly I have been able to draw 
together, from the writings and creations of others as well as my own practice, a typology of 
use for projection in contemporary performance today. In one sense this can be seen as a 
finding of this study as it directly relates to my key research question regarding the use of 
digital projection in performance.  
 
This typology presents six categories made up of examples from eight significant artists and 
groups at the forefront of using digital projection in performance. Many of the projection 
strategies used as examples can be found in more than one category, if so I have indicated this 
in the notes accompanying the example. The categories range from simple projection of facts 
and figures as used in powerpoint slides, to complex compositions that include multiple 
modalities and sign systems.  
 
Throughout the typology I have tried to keep the images as close to the suggested use as 
possible. There are also brief annotations regarding most strategies in the list, either 
explaining the context of the photo or providing more information for the successful use of 
the strategy.   
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Supreme Court Scene from 
Triple-A Plowed Under. 
Created by the NY Living 
Newspaper Unit. The 
projected image is the 
American constitution.  
 
1. Projection as didactic tool 
 
As Erwin Piscator defines it, didactic use of projection is when film supplements the onstage 
drama by presenting objective facts and information that broaden the subject in terms of time 
and space (in Giesekam, 2007, pp. 47-48).  
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This image of one of my own 
works, Gaijin, shows the credits 
running up the screen as in films, 
as well as the performer standing 
behind the scrim. He is lit from 
the side and therefore visible 
through the transparent material. 
This technique has the ability to 
confuse three-dimensionality and 
two-dimensionality. It also 
clearly appropriates the elements 
of the opening or closing credits 
of a film where actions can be 
taking place at the same time as 
the rolling text.   
Peter Greenaway famously projected 
on Da Vinci’s The Last Supper in the 
refectory of Santa Maria delle Grazie 
in Milan. In this image you can see the 
painting as well as the projected light. 
In this instance white light seemingly 
radiating from behind Christ, and 
through the windows behind him. The 
positioning of the projected image 
inside the frame makes it appear as 
though it is a moving image, or a pre-
recorded film. 
 
2. Projection as filmic device 
 
This category defines a certain use of projection in performance that mimics techniques from 
film or cinematography. What Christopher Balme defines as “the re-creation of aesthetic 
conventions of one particular medium within a different medium” (in Chapple & Kattenbelt, 
2006, p. 13). 
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The picture on the left is a scene 
from Robert Lepage’s The 
Anderson Project where he is 
positioned on the back of a train. 
The moving countryside behind him 
shows the movement of the train. 
This picture is another scene from The 
Anderson Project with a large 
building in Paris projected as the 
backdrop 
Often film footage, either found or 
created, is projected on to a stage 
screen and used as part of the action. 
This picture is of Kneehigh Theatre’s 
production of Brief Encounter.  
3. Projection as scenic backdrop 
 
This category is for projection used only as a scenic backdrop. The image can either have no 
movement (as in the building below) or the image can be moving (as depicted in the ‘train 
scene’ directly under this explanation) 
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Because of the high cost of projection mapping it is most often seen for 
advertising and product launches. Here is a good example of projection 
on a new Peugeot: http://idnworld.com/onair/?id=LuminaMotion-
PeugeotRczMapping  
4. Projection Mapping 
 
Projection mapping uses specialised software to warp a projected image so that it fits on 
irregularly shaped screens/surfaces. It is done through collaborations of DJ’s and media 
companies, as well as video mapping companies and marketing departments. A trawl through 
YouTube and Vimeo will quickly find some spectacular large-scale projection works for 
events, concerts and festivals.  
 
 
 
 
 
 
 
 
 
 
Launching the SESI campaign against child abuse, artists projected images on the famous 
statue of Christ the Redeemer that stands in the city of Rio de Janeiro. At the end of the 
sequence Christ appeared to close his arms. Footage of the event can be seen here: 
http://www.youtube.com/watch?v=2STmHsZiUr4 
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This front-on picture shows a rear 
projection of TV static with a human 
body between the projection source 
and projection screen. It results in a 
two-dimensional image of the 
shadow of the live performer inside 
the static.  
This is another example of the above 
technique with a second performer 
standing in front of the screen. In a 
darkened room, the performer in 
front of the screen also looks like a 
shadow, as the light being thrown on 
the screen silhouettes the body. 
There is a distinct tension between 
the live and projected, made more 
complex by the presence of the 
shadow.    
5. Intermedial use of Projection 
 
As described in the previous section, this use of projection in performance brings attention to 
the gaps in-between the media on stage which includes a significant spatial effect and 
sensorial layer as part of their interaction. There is always some type of interpenetration of 
“multiple universes: the virtual and the actual, the theatrical and the cinematic, the real and 
the imaginary” (Pluta in Bay-Cheng, et al., 2010, p. 194). Time, space and the body are in 
some way are unfixed and reorganised within a new assemblage that demands a perceptual 
visual reading by its observer.     
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This photo of my work Gaijin, 
demonstrates the use of a projection 
screen made of sharkstooth scrim. This 
type of scrim has the capability to hold a 
front projected image and reveal objects 
and people behind it. Here it is used with 
a projection of a wall and window space. 
Side-lighting the live body behind the 
scrim gives the viewer the impression 
they are looking through the window at 
the action inside.      
This image, also from Gaijin, shows the 
projection of a Ya Ku Za tattoo on the 
performer’s body.  
This previously used photo demonstrates 
intermediality via the use of projection 
on visual art.  
 In this image of Lepage’s Der Ring des 
Nibelungen (2010-12) the 
Rhinemaidens enter from above. As 
they descend projected bubbles of 
water rise up, which are triggered by 
the performer’s movements and voice.   
This image comes from perhaps one of 
the most spectacular and disconcerting 
sequences of Chunky Move’s Glow 
(Obarzanek, 2006). A black shadow 
follows the performers, as they move 
around the white stage, with use of a 
video tracking system.  
6. Interactive Projection 
 
Although not explored in my contextual review, the use of interactive projection is becoming 
more common in performance. One type of the technology is based on various types of 
sensors attached to the live body, which allows the body to be tracked on the stage. The 
movement dictates the nature of the projected image through computer programs. Often 
interactive projection in performance can quickly fall into the intermediality category. 
Another type of interactive projection that cannot be demonstrated here is when sound 
triggers the projection in various ways.  
 
 
 
 
 
        
 
 
 
 
 
 
 
 
 
  
 
 
 
 
 
The next section of this exegesis uses the key concepts presented in this Chapter to analyse 
and expound examples of performance from Genesis. 
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CHAPTER FOUR: ANALYSIS OF PROJECTION TO EVOKE 
AN AESTHETIC IDEA 
 
4.1  INTRODUCTION 
 
The purpose of this chapter is to undertake an analysis of specific moments of performance in 
order to respond to two research questions of this study:  
 
• How may performance makers use digital projection to evoke an aesthetic idea 
in performance? 
• What are the productive conditions at play when digital projection creates an 
evocation of an aesthetic idea? 
 
This analysis is furnished by the key concepts identified in the contextual review, including: 
deterritorialisation, reterritorialisation, three types of Dixon’s digital double and Kant’s 
concepts pertaining to an aesthetic idea.  
 
The Chapter is broken into three parts. Part I gives an overview of the evolution of story and 
the thematic concepts in Genesis. Part II analyses four segments of performance from Genesis 
in relation to the two key research questions identified above. In reading the analysis of the 
different sections of Genesis, it will be essential to view the accompanying archival footage 
found on Appendix 2: Segments of Performance from Genesis. This Appendix is composed 
of four videos that correspond to the segments of performance analysed in this chapter. The 
videos are all drawn from the recording of the examinable performance presented on 
December 7, 2013. 
 
The analytical framework used to discuss the four Segments of performance is  
 
1. A description of the segment  
2. My intention for the segment from a directorial point of view 
3. The evolution of the projection used in the segment 
4. The efficacy of the use of projection in relation to the research question 
 
Part III revisits the work of Robert Lepage to analyse a short segment of his show The Far 
Side of the Moon. It was necessary to incorporate this example to test the findings of my own 
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use of digital projection in Genesis and whether they continued to have useful applications in 
contexts outside my own practice.   
 
The segments of performance discussed in this chapter have been specifically selected 
because they best demonstrate the process of using digital projection in live performance to 
evoke an aesthetic idea. All these segments of performance were developed during the four 
creative development cycles, which has allowed an iterative investigation of their efficacy in 
creating the productive conditions for the evocation of an aesthetic idea. This chapter is not 
seeking to prove that audiences of Genesis apprehended my aesthetic idea. Rather, it is a 
forensic investigation of how I attempted to realise my intentions, and what understandings 
were revealed throughout my study about the form of digital projection in performance. 
 
Each segment of performance is described using a table that distinguishes the aural and visual 
elements of its construction. This form is used as a direct response to Robert Wilson’s lament 
that “we have failed to develop an adequate visual book for theatre” (in Delgado & Heritage, 
1996, p. 304). By using this form of description I am explicitly foregrounding the visual 
elements of each segment of performance.  
 
4.2 PART I: EVOLUTION OF STORY AND THEMATIC CONCEPTS IN 
GENESIS 
 
This section is included to provide continuity for the reader by establishing the evolution of 
the story and the thematic concepts of the work.  
 
Visual artist Rene Magritte was a key influence on both content and form in Creative 
Development One of Genesis. I was initially interested in theatrically deconstructing his 
artworks, and I found his writings about art to be enticingly analogous with my desire to 
evoke aesthetic ideas. I approached this work by appropriating the aesthetic cues offered by 
some of his paintings (colours, objects, tones, moods, symbols) as a palate to create theatrical 
images. Documentation regarding his life was also used to directly inform the development of 
content.  
 
After Creative Development Two, the influence of Magritte on the content of the show was 
altered in favour of a story about a relationship between a male and female. This story was 
driven by a narrative about the death of the woman, and the man’s sense of loss and grief after 
she was gone. This change of focus was directly influenced by the death of my Grandmother, 
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and the loss experienced by my Grandfather after their 65-year marriage. My Grandfather 
passed away nearly exactly one year after my Grandmother. During this year, he experienced 
dementia and the effects of old age – he was 97 when he died. During this time, I witnessed 
and heard about his experiences of loss and grief, and his changing abilities to use his 
memory. Although many of the details of this personal experience were used to inform the 
content of the work, it was mainly apparent in the aesthetic languages and influenced the 
simple narrative set-up in the voice-over used at the beginning of the show.   
 
The voice-over used at the beginning of the final presentation of Genesis was key to 
introducing the narrative of the death of the woman and the man’s sense of loss and grief. My 
intention was to more actively establish the thematic concepts of: memory, death, loss and 
grief. This intention was influenced by feedback from audiences who sought dramaturgical 
clarity, and my desire to have clearer concepts that I could aesthetically enlarge in an 
unbounded fashion (Kant, 1914, p. 158).  
 
4.3 PART II: PERFORMANCE SEGMENTS FROM GENESIS 
 
 4.3.1 Segment One: The Fuzz, The Voice Over and The Floating Woman 
 
Segment One is made up of three performance examples: The Fuzz, The Voice Over and The 
Floating Woman. Archival footage of this segment can be viewed on Appendix 2.1.   
 
Description 
 
EXAMPLE  THE VISUAL THE AUDITORY 
 
 
1. THE 
FUZZ 
 
 
2. THE 
VOICE 
OVER 
 
 
The stage slowly fades to darkness. 
 
The shutters of the three front 
projectors are snapped open to reveal a 
space filled with static. The man is 
standing still next to the piano.  
 
 
 
 
 
 
 
Static noise is heard 
 
 
VOICE OVER:  
(A gentle, reminiscent voice) 
 
Dad would call me sometimes and 
say that he couldn’t find Joan. 
 
I’d tell him she’d passed away. 
He’d be silent for a while. 
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3. THE 
FLOATING 
WOMAN 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The man uneasily moves from the side 
of the piano and takes a seat in front of 
it. His movements are slow and 
laboured. 
 
 
 
 
 
 
 
 
 
 
Projection of water, very slowly fades 
up in the space illuminating the three 
front screens.  
 
 
A floating woman is slowly 
illuminated behind the central scrim. 
 
The man slowly stands from the piano 
and walks to the down stage side of the 
scrim, looking at the floating woman.  
 
After time, the woman slowly 
disappears behind the scrim. 
 
I’d try and get him to remember the 
funeral. 
He’d say that he’d just seen her a 
few hours ago. I guess he might’ve. 
 
He started doing this a few weeks 
after she passed away. 
She drowned. He was on the shore 
watching. 
She loved to swim. 
 
He’d tell people she was at home 
with him sometimes… singing 
along as he played the piano. I 
guess she might’ve been. It’s been 
years since they performed 
together. 
 
He passed on a few weeks ago now. 
Not long after her. 
 
Going through the house was 
strange. We found some raw meat 
in the cupboard, a gun under the 
bed, things in odd places, heaps of 
photos. 
 
I think his time was collapsing into 
memory. 
 
The man begins to play the piano 
legato and soft 
 
 
 
 
 
 
 
 
The music he was playing on the 
piano seamlessly continues but 
echoes and is surreal in nature. It 
continues to build in volume and 
intensity.  
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Intention 
 
This segment of performance aims to introduce the audience to the overall narrative and 
concepts of Genesis, as well as the foundations of its aesthetic vocabulary. Regarding 
narrative and concepts, I used the voice-over to introduce the concepts of: memory, death, 
loss and grief through a simple story about the death of the speaker’s mother, and his father’s 
struggle with this loss. I intended the man and woman, visible on stage, to be present as the 
mother and father of the speaker.  
 
I intended the initial image of static covering the entire playing space, The Fuzz, to evoke a 
sense of the loss, grief and confusion of the father. This image was also used later in the 
performance in tandem with other projection techniques. I wanted the visual image of the 
father playing the piano to deliberately contradict the voice-over, when it says: “he hasn’t 
played the piano in years”, because I hoped it would create ambiguity in regard to time and 
space. In The Floating Woman, I intended the blue moving imagery to be suggestive of the 
water that engulfed the woman as she drowned (as stated by the voice-over). I wanted her 
physical presence to create a sense of illusion, as if she was indeed floating behind the screen. 
The voice-over also suggests that the floating woman is in the mind of the man playing the 
piano after she has passed away. I used the relation between the voice-over and the images as 
a device to introduce the audience to the aesthetic vocabulary of the performance i.e. imagery 
that demonstrates the man’s memories, loss and grief after the death of his partner: his 
experience.  
 
Evolution of the Use of Projection 
 
The opening image, The Fuzz, was introduced in the final presentation of Genesis. The photo 
below demonstrates what it looked like, but in the final presentation the man was standing 
still next to the piano.   
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          Photo from the final presentation of Genesis 
 
This composition was initially created in Creative Development Three. At that time it was 
only used in the last sequence of the performance, but I later introduced it as the opening 
image because I felt it was a strong visual prologue to the show, which was complemented by 
the voice-over. In this composition the projected images are constructed by using the framed 
pictures from Segment Two: Frames, placing them on top of a white background, and treating 
them with a static effect from the program Isadora. After their initial creation, they stayed 
exactly the same.   
 
The photo below shows what The Floating Woman looked like in Creative Development One, 
Two and Three. Throughout this period, lighting was used to obtain the effect of moving blue 
water. 
 
Photo from Creative Development Three of Genesis 
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In the final presentation of the work, I replaced the lighting effect with a projection of water. 
Here is what it looked like.  
 
 
Photo from the final presentation of Genesis 
 
The efficacy of the use of projection in relation to the research question 
 
I am unsure whether this segment of performance evoked an aesthetic idea, but I do believe it 
revealed some practical examples of Kant’s aesthetic attributes.  
 
Aesthetic Attributes 
 
When The Fuzz was initially introduced to the show it seemed to infer the confused and 
muddled mental state of the man. This effect was reminiscent of Kant’s aesthetic attributes, 
which to reiterate,  
 
do not constitute the presentation of a given concept itself but only, as 
approximate representations of the imagination, express the consequences 
bound up with it and its relationship to other concepts. (1914, p. 158)  
 
I realised that this image was not representing the man’s confused mental state directly; 
rather, it was expressing consequentiality to the man’s confused mental state. For the 
observer, this link was made possible by the voice-over, which established the given 
circumstances of his failing memory and the loss of his partner.  
 
I came to realise that The Floating Woman was also composed of aesthetic attributes. Some of 
the attributes I identified in this performance example were: immateriality, floating and 
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dream-like music. Like The Fuzz these attributes did not represent the concepts of memory, 
loss and grief directly but instead, were consequential to them. To be specific: 
 
• Immateriality was an aesthetic attribute of the man’s failing memory and his inability 
to conjure a concrete material vision of his partner.  
• The woman floating was an aesthetic attribute of the man’s surreal imaginings of her 
death. 
• The dream-like music was an aesthetic attribute of the man’s connection to the piano 
as an object of significance in his memory of the woman, as well as his surreal 
imaginings of their past together. 
 
According to Kant, aesthetic attributes excite a number of sensations and secondary 
representations for which no expression can be found (1914, p. 159). In this way, I used the 
aesthetic attributes to expand the concepts of memory, loss and grief “beyond the limits of 
experience… to present them to Sense” (1914, p. 158).  
    
As my understanding of the presence of aesthetic attributes in the work continued to develop, 
I became increasingly focused on attending to the precise use of the particulars in each 
composition. Immediately after seeing Creative Development One, a critical friend 
commented on The Floating Woman by saying: “Behind the screen was in another world. The 
lighting needs to be so good so I don’t see the floor or other things”. This feedback 
demonstrates the importance of the technical aspects of the composition so as to create the 
most precise effect. At the time, this also brought my attention to the importance of clarity 
surrounding the exact effect I desired. By Creative Development Two, I decided the effect I 
desired in The Floating Woman was that it was man’s imaginings of her death (a type of 
hallucination) and that the staged particulars should be aesthetically associated with that 
experience. 
 
As a result of this clarity surrounding my desired effect in The Floating Woman, and my new 
understanding of the precise use of the staged particulars to transform them into aesthetic 
attributes, a number of integral directorial choices became apparent in the segment. Here are 
some of those:  
 
• Nothing behind the scrim should be seen except a floating woman 
• The blue moving imagery should cover the entirety of the performance space 
• The colour of the moving image should be a slightly enhanced blue 
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• The piano music should be played legato and piano, slowly building to forte before 
the woman fades out of vision 
• The woman should float in a manner that is convincing that she is free of gravity 
• Other objects should float around the woman to further demonstrate that the space she 
inhabits lacks gravity (this was not activated in the final performance) 
• The man should look at her as if he can see her, but not touch her 
• The man should seem subtly saddened through his demeanour 
• The woman should disappear slowly in front of the observer’s eyes, not by moving 
off-stage 
 
4.3.2 Segment Two: Frames 
 
Segment Two: Frames is made up of two performance examples: Pictures and Woman in the 
Frame. Archival footage of this segment can be viewed on Appendix 2.2.   
 
Description 
 
EXAMPLE  THE VISUAL THE AUDITORY 
1. 
PICTURES 
 
 
 
 
2. WOMAN 
IN THE 
FRAME 
 
 
 
 
 
The image of water on the three front screens 
is gently overlayed with a number of framed 
pictures of the man and woman.  
 
The man looks at all the images.  
 
After time the live woman is illuminated 
inside an empty frame. 
 
The man looks at her.  
 
A picture of an older woman that resembles 
the female fades into the frame as a 
projection, and the live woman disappears.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Intention 
 
In this segment I wanted to reinforce and aesthetically expand the concepts of death, memory, 
loss and grief by incarnating them in the form of the show. In the moment called Woman in 
the Frame, I attempted to cause ambiguity between the live and mediated elements of the 
scene by making the live woman seem like a projection but maintaining certain qualities of a 
live person (i.e. 3-dimensionality). I believed this compositional technique could aesthetically 
expand the concepts of death, memory, loss and grief because of the tension between what 
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was real and what was a projection, or in the man’s experience: what was real and what was 
his fractured remembering. I wondered whether this aesthetic expansion could lead to the 
evocation of aesthetic ideas associated with the concepts at play.  
 
Evolution of the use of Projection 
 
This Segment was initially influenced by Magritte’s painting Son of Man and was 
consequently made up of a selection of Magritte’s paintings. Here are two pictures from early 
creative developments that demonstrate this.  
 
 
Picture from Creative Development One of Genesis 
 
 
Picture from Creative Development 2 of Genesis 
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The first image shows the woman standing inside the projected frame: a live and mediated 
interpretation of Magritte’s Son of Man. The second image shows the entire space, after the 
picture of an older woman, that resembles the female performer, has faded into the frame.  
 
As previously discussed, the influence of Magritte was altered in favour of a more focused 
engagement on the relationship between the male and female after Creative Development 
Two. As a consequence, the projection was changed to include pictures of the man and 
woman at various ages, suggesting a life lived together. Here is a picture of how it looked in 
the final presentation.  
 
Picture from the final presentation of Genesis 
 
One thing that did not change was the technique of having the woman stand inside the 
projected frame, Woman in the Frame. I continued to use this as I felt it evoked a strong sense 
of the presence of the woman in the man’s memory.   
 
There were some key adjustments to the Woman in the Frame that were integral to its 
development. It seemed important that no part of the woman’s body should be visible outside 
the black area inside the frame. This compositional rule was apparent because I was trying to 
create an ambiguity between the live and mediated elements, and when the woman could be 
seen through the projection it was less effective. Here are two photos of Woman in the Frame 
that demonstrate two different ways the material elements of the image could be composed.  
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 Creative Development Two of Genesis             Final presentation of Genesis  
 
In the image on the left, the woman’s body can be seen through the projected frame whereas 
the image on the right masks all parts of the body except for that which is visible through the 
black area inside the frame. The best technique to fuse the live and mediated is captured in the 
picture on the right. The key changes that were made include the woman having black 
material covering parts of her body that were outside the black area, and attention to where 
the audience was viewing the image from: their perspective. The camera position in the 
picture on the left is from an angle to the side of the image, which means the body is no 
longer central in the frame and the frame overlaps with her body because of its transparent 
nature. The camera position on the right is more effective because the perspective is from the 
front. In the studio we were working in, the picture on the right was very close to the 
perspective of the entire audience.   
 
The efficacy of the use of projection in relation to the research question 
 
I am unsure whether this segment of performance evoked an aesthetic idea, however, 
throughout the creative developments and my subsequent analysis of the segment, I came to 
more deeply understand some of the elements of Kant’s aesthetic idea and how they operated. 
 
Purposiveness 
 
As detailed in Chapter 3, any artistic gesture that evokes an aesthetic idea will be 
characterised by purposiveness, which will make it seem “free from all constraint of arbitrary 
rules as if it were a product of mere nature” (1914, p. 158). This purposiveness will “reside… 
in the felt harmony and accordance of the form of the object with the cognitive faculties” 
(J.H. Bernard in Kant, 1914, p. 10). To me, this meant that the theatrical composition would 
activate the imagination of the observer in a manner that harmonises its form with the 
concepts previously established in Segment One: death, memory, loss and grief.  
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I attempted to create this harmony by creating ambiguity between the live and the mediated 
elements of the composition. I hoped this would create a situation where the audience would 
reassess the logic of the staging composition and consequently activate their imaginations in 
order to understand what they are seeing. I speculated that this cognitive process could lead to 
the harmonisation of the particulars of the staging composition and the concepts in play.  
 
Over time, I came to see that The Woman in the Frame did not activate the imagination of its 
audience enough to activate purposiveness in the composition. One of the reasons for this was 
because the live woman had, only seconds before, been floating behind the blue moving 
imagery and during this time the observer had time to intellectually work-through the image 
and make a determinate sense of it: there is a live woman pretending to float with the 
assistance of black objects that cannot be seen. Because the audience intellectually understood 
this staging scenario via ‘determinate concepts’, I was no longer left with the capacity to 
create ambiguity about the live or mediated status of her body. As Kant had said:  
 
A product of art appears like nature when, although its agreement with the 
rules, according to which alone the product can become what it ought to be, is 
punctiliously observed, yet this is not painfully apparent; … it shows no trace 
of the rule having been before the eyes of the artist and having fettered his 
mental powers. (1914, p. 151) 
 
In this sequence of compositions, ‘the rules’, which Kant refers to, were too obvious and 
therefore created a situation where determinate concepts were too present for purposiveness 
to be activated.  
 
Aesthetic Attributes 
 
This realisation brought my attention to the importance of Kant’s aesthetic attributes in 
creating purposiveness. Now that the stage space behind the scrim was associated with the 
determinate concept of a ‘live body’, the possibility of creating aesthetic attributes – that 
“take the place of logical presentation” (Kant, 1914, p. 158) and furnish an aesthetic idea –  
became near impossible. One idea to guide the audience away from their use of determinate 
concepts, and instead be guided by aesthetic attributes, was to have the live woman in the 
projected frame completely upside down. Although never activated in performance, I felt the 
idea would surely stop the use of determinate concepts to understand the performance space 
behind the scrim. I suspected the audience, for a period of time, would have to reassess the 
logic of the aesthetic composition because of a lack of determinate concepts. Similar to my 
search for purposiveness, during this reassessment period their imagination would step in and 
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begin to connect the staged particulars (the woman in the frame upside down with the man 
looking at her from the downstage side of the scrim) with the concepts already established in 
the performance. I decided against staging this idea because, although I believed it would 
break the use of determinate concepts to understand the staging composition, I felt it would 
not have strong enough aesthetic connections with the concepts of memory, loss and grief. 
Without these connections it would appear more as a trick or illusion, rather than appearing as 
the aesthetic attributes I was aiming for.  
 
Purposiveness and Aesthetic Attributes 
 
Whilst analysing this composition, I came to a deeper understanding of the relationship 
between purposiveness and aesthetic attributes. To reiterate, Kant said that the gesture 
displaying purposiveness should “show no trace of the rule having been before the eyes of the 
artist and having fettered his mental powers…” (1914, p. 158). It was becoming apparent to 
me that these ‘rules’ needed to be created in a manner that was entirely integrated with the 
aesthetic attribute it was part of. In the example of The Floating Woman from Segment One 
and Woman in the Frame from Segment Two, the rules became exposed: the observer realised 
it was a live body rather than apprehending the body as ambiguous in regard to its live or 
mediated status. This type of apprehension detracted from the integrity of the aesthetic 
attributes of ‘floating’ from Segment One and ‘immateriality’ from Segment One and Two. If 
the integrity of the aesthetic attributes was sound they would, as Kant said, take the place of 
logical presentation and express the consequences bound up with their associated concepts. In 
this scenario, the attributes would not constitute the presentation of a given concept directly 
and therefore would be showing little trace of their own creation.   
 
This goes to the heart of why I believed The Woman in the Frame did not sufficiently create 
aesthetic attributes or purposiveness. The rules used to create the aesthetic attributes of 
floating, ambiguity and immateriality were too obvious. As a result, there were clear 
determinate concepts in The Floating Woman that had weakened the composition’s ability to 
create a “felt harmony and accordance of the form of the object with the cognitive faculties” 
(J.H. Bernard in Kant, 1914, p. 10). In this aesthetic milieu, purposiveness is not possible 
because the audience does not perceive aesthetic attributes but instead perceives determinate 
concepts associated with a live body and a projected light. This type of perception can elicit 
responses from the faculty of understanding but not, it appeared, a strong enough response 
from the imagination and the faculty of reason, which is required for the evocation of an 
aesthetic idea.   
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4.3.3 Segment Three: The Memory Frame 1 and 2 
 
This segment of performance contains two examples of practice: Memory Frame 1 and 
Memory Frame 2. Archival footage of this segment can be viewed on Appendix 2.3.   
 
Description 
 
EXAMPLE  THE VISUAL THE AUDITORY 
1. 
MEMORY 
FRAME 1 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
2. 
MEMORY 
FRAME 2  
There is an empty picture frame 
projected on the central scrim. The male 
performer begins to play scales on the 
piano.  
 
After time the woman enters on stage 
right. The man becomes aware of her 
presence and the next six minutes of 
performance is a playful interaction 
between the two with the male 
seemingly wooing her by the sound of 
the piano. The scene plays out as if the 
two are meeting for the first time.  
 
The man takes a stills camera from the 
small table on stage right, positions 
himself to take a photo of the woman 
and clicks the camera. As he clicks the 
camera an image of the photo 
immediately appears in the empty frame 
on the central scrim.  
Lighting is dimmed slightly  
 
Slowly the two performers move toward 
the image in the frame and stand in front 
of it. The woman places her hand on the 
male’s back, as if to console him.  
 
The still image in the frame starts to 
move; it reverses, at speed, the playful 
interaction that has just occurred on 
stage from the perspective of the stills 
camera. As it reverses, the female 
performer re-sets everything on-stage, as 
it was before their playful interaction. 
Once this is complete the male 
performer slowly moves back to the 
piano constantly looking at the reversing 
footage in the frame. On his return he 
sits on the piano seat and the woman is 
standing in her first position at the 
piano.    
The man begins to play the piano. 
 
 
 
 
The man stops playing the piano 
for a moment when he realises the 
woman is in the room. He then 
restarts.  
 
 
 
 
 
The man stops playing the piano 
 
 
 
 
A low and quizzical, drone noise 
is heard 
 
 
 
 
 
 
 
The reversing noise of the piano 
can be heard in the space. 
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Intention 
 
I intended this segment of performance to develop the audience’s empathy for the man and 
woman, and their situation. I created Memory Frame 1 to give the audience impressions about 
the human nature of the man and the woman. Below are my notes, regarding this section of 
performance, written before making the scene: 
 
The man is an introvert and generally awkward around 
other people. He has a beautiful soul but does not speak 
much. The woman is an extrovert, a traveller who loves 
new experiences and meeting new people. She also has a 
beautiful soul. She would find it hard to settle. 
When the man and woman play together at the piano it is 
like 6 mins that contains their whole life together: 
meeting, flirting, loving, living, struggling, imagining, 
changing, being… 
 
I intended to visually displace time, space and bodies in the performance space by having the 
man take a picture of the woman and immediately place it in the empty frame. I wanted this 
displacement to aesthetically expand the concepts of memory, loss and grief, which would be 
deepened by rewinding the image to the start of their previous interaction around the piano.  
 
Evolution of the Use of Projection 
 
I created a sequence of performance in Creative Development One called Copy of a Copy. In 
this sequence a performer would take a picture of the live stage action from a camera and the 
image would appear on one of the screens in the performance space. Here are two pictures 
using the same technique.  
 
       
Picture from Creative Development One              Picture from the final presentation 
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The picture on the left is from Creative Development One of the segment called Copy of a 
Copy – it contains many pictures overlapped. The picture on the right is from Creative 
Development Three of the segment of performance detailed above. When the technique was 
first created in Creative Development One I felt the effect was strange and disconcerting. At 
the time, these effects did not have strong enough aesthetic connections with any of the 
content that was being created so I decided not to use it. However, during Creative 
Development Two, the usefulness of the technique became apparent when I began to focus on 
the story of the loss experienced by the man after the woman’s death.  
 
During Memory Frame 1 I wanted to create a strong empathy for the man and woman. I 
wanted to use this empathy to lead the audience into a more abstract interpretation of the loss 
and grief of the man. I remembered the technique we used in Creative Development One and 
I decided to see if it would work in this segment. I communicated this to the creative team and 
we set-up the scenario: the man would take a picture of the woman at the end of their 
interaction around the piano (Memory Frame 1), and then that picture would immediately be 
visible in an empty frame on the central scrim.  
 
When we rehearsed with this technique for the first time it was quite a striking moment. I felt 
it immediately resonated the concept of memory because of its manifestation of a time and 
place from the past. At the time, it was not resonating loss in a very strong way. In later 
developments, I tried to evoke loss by having the man stare at the picture as soon as it 
appeared in the frame (seen in the picture on the right). I also had the woman mindfully look 
at the man and the picture in such a way that looked caring and empathetic with him. After 
the picture was taken, the man did not look at the live woman; it was as if she was no longer 
in the live space, only in the picture. These directorial choices brought further attention to the 
idea of the man’s loss. In Creative Development Three, I also introduced the sound of a low 
drone noise when the image appeared in the frame to heighten the effect of strangeness.  
 
Once the picture from the camera had been projected in the frame, I was excited about where 
the segment of performance could go next. I felt there needed to be another element that took 
the audience deeper into the aesthetic world of memory, loss and grief. My instinct was to 
animate the image. A few days after the creation of the moment when the man takes the 
picture, the performers and I pre-recorded the stage action of the man and woman’s 
interaction at the piano. This time, when the man took the picture, we used the pre-recorded 
video, projected it in the frame as a still image as we had before, and then reversed it. 
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Similar to the staging directions when the image was static, I asked the performers to do very 
specific things to heighten the sense of being in a strange double consciousness:  
 
• The man continued to look only at the woman in the frame, not at the live woman. 
• The woman slowly put the piano back into its original configuration before their 
interaction in Memory Frame 1. 
• The woman looked at the man every now and then as if to check on him.  
 
The efficacy of the use of projection in relation to the research question 
 
Similar to Segment Two: Frames, I am unsure whether this segment of performance evoked 
an aesthetic idea. However, I do believe it displaced time, space and bodies in the 
performance space in such a way that it aesthetically expanded the concepts of death, 
memory, loss and grief. Here I will detail why I believe this occurred.  
 
Dixon’s Projected Doubles 
 
The moment the photo of the woman was projected into the frame was an example of Dixon’s 
spiritual emanation double, which represents an “out-of-body experience” (2007, p. 253). Part 
of the reason why this projected double can be characterised as a ‘spiritual emanation’ is 
because of its association with the voice-over in Segment One. The voice-over had 
communicated that the woman had passed away and that the man lived for another year with 
his grief, loss and poor memory. In this segment, when the picture of the woman appears in 
the frame, the logic of the performance space moves into more abstract territories of the 
man’s fractured rememberings. This move is an example of what Roy Ascott calls the 
“double consciousness” or “the double gaze”, which is part of the key characteristics of 
Dixon’s spiritual emanation double. 
 
This categorisation was a welcome characteristic of the projected double I had created 
because its nature was analogous with the concepts that were driving the show. Something 
that is spiritual is otherworldly, non-physical and transcendent, which was exactly the type of 
image I wished to create. Another part of its analogous relationship with memory, loss and 
grief was its immateriality. It was, quite literally, a body-double constructed by light, which is 
not tangible like the woman had once been. It occurred to me that these characteristics were 
starting to act as aesthetic attributes and were expanding the concepts at play.  
 
  85 
When the video began to reverse, the man’s digital double came into the frame. This double is 
an example of Dixon’s alter ego double, which was presenting “another side or visual 
embodiment” (2007, p. 254) of the man. Now in play was a spiritual emanation double of the 
woman, an alter ego double of the man and the live bodies of the man and woman on stage.   
 
Deterritorialisation and Reterritorialisation 
 
The specific moment when the image is projected on the central scrim inside the projected 
frame is also a moment of deterritorialisation and reterritorialisation. As Adrian Parr suggests 
deterritorialisation had “free[d] up the fixed relations that contain… [a] body” (Dixon, 2007, 
p. 250). Specific elements of the staging composition had been disarticulated and, as Bogue 
suggests, they had “acquire[d] new functions” (in Bay-Cheng, et al., 2010, p. 69). Bodies had 
been disarticulated and had subsequently created a ‘spiritual emanation double’ and an ‘alter 
ego double’. Time and space had also been disarticulated as now there were multiple times 
and spaces at play in the composition: the live space associated with the man in the here and 
now, and a replay of the interaction that had taken place in the live space only moments 
before (so, the past). In this context, the newly disarticulated elements were interacting as part 
of a newly established intra-scenic context: a reterritorialisation had occurred.  
 
In early creative developments, I was less likely to identify the new functions of a 
disarticulated element that had been deterritorialised as I was in later creative developments. 
As I listened to feedback from audiences after work-in-progress showings and analysed video 
and photographs of the performance away from the performance space, I learnt that 
audiences, and myself, were drawn to ideas and suggestions that activated deterritorialised 
elements that were not yet satisfactorily using their newly acquired functions. This segment of 
performance is an example of this. The photo the man took that deterritorialised time, space 
and bodies was effective in creating a reterritorialisation in the performance space, but the key 
question that became apparent was: what are the new functions of the disarticulated elements 
and how could they be used to further their effect and develop the show?   
 
Here are some of the new functions I identified when the video starts to reverse in the frame: 
 
• The replay of the interaction of the man and the woman was functioning as a visual 
representation of the man’s memory (this also includes the spiritual emanation double 
of the woman and the alter ego double of the man) 
• The speed and direction of the video was functioning as a visual representation of the 
man’s experience of his memory 
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• The immateriality of the image was functioning as an attribute of the man’s memory: 
not made up of matter 
• The placement of the image in a frame was functioning to reinforce the fact that the 
image was a memory of the man 
 
In order to fully understand how these new functions could be used to further their effect and 
develop the show it is important to analyse them, and the projected doubles, as aesthetic 
attributes.  
 
Aesthetic Attributes 
 
It occurred to me that some of the reterritorialised elements identified above had become, 
what Kant calls, aesthetic attributes. I describe them in this way because I believe the 
elements, and their new functions, had become aesthetically consequential to the concepts of 
death, loss, grief and memory. Kant suggests these attributes 
 
accompany the logical and stimulate the Imagination, so that it thinks more 
by their aid, although in an undeveloped way, than could be comprehended in 
a concept and therefore in a definite form of words (Kant, 1914, p. 158) 
 
Here are some of the aesthetic attributes at play in Memory Frame 2 and their relation to the 
concepts. Some of them correspond directly to the new functions of the disarticulated 
elements noted above.  
 
• The appearance of the photo in the frame is an aesthetic attribute of the man’s 
remembering.  
• The replay of Memory Frame 1 in the frame is an aesthetic attribute of the man’s 
experience of loss and grief.   
• The immateriality of the replaying memory is an aesthetic attribute of the man’s 
inability to actually re-enter his memory. 
• The speed and direction of the replaying memory is an aesthetic attribute of the man’s 
experience of his memory. 
 
Purposiveness 
 
In this segment of performance Kant’s purposiveness was only thinly present. The ability of 
the aesthetic attributes to concurrently accompany the concepts and stimulate the imagination 
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did create a certain harmony between the attributes and the concepts. This harmony was 
possible because the aesthetic attributes were not representing the concepts directly, but rather 
expressing consequences, and relations to other concepts. However, like The Floating 
Woman, I believed the compositional rules were too apparent to the audience and therefore 
the composition was unsuccessful at being able to ‘appear like nature’ to the extent that the 
particulars harmonised with the concepts at play.  
 
The reversing video in the frame was indeed acting as an aesthetic attribute of the man’s 
experience of loss and grief however, after a brief moment for the observer to understand the 
image, it was quite clear that this was a video that was just recorded live or pre-recorded. This 
understanding meant that the rules of composition were clearly apparent to the observer and 
therefore stopped the full activation of purposiveness as described by Kant. In this instance, 
we see the activation of a purposiveness based on a fairly clear purpose by the artist: i.e. 
reverse the memory of the man to suggest a strange experience of his memory. Not present, 
was the type of purposiveness that I was aiming for: a purposiveness that “resides in the felt 
harmony and accordance of the form of the object with the cognitive faculties” (J.H. Bernard 
in Kant, 1914, p. 10) and is “free from all constraint of arbitrary rules as if it were a product 
of mere nature” (Kant, 1914, p. 151).  
 
The creation of this segment of performance had demonstrated to me how using projection to 
deterritorialise and reterritorialise time, space and bodies could create new functions and new 
relations in the performance space. Key vehicles for this process were Dixon’s projection 
doubles. It also became apparent that these functions and relations could be attended to in 
such a way that they become aesthetic attributes and therefore become consequential to the 
concepts of the performance and aesthetically enlarge them. Purposiveness had not been 
entirely activated because the rules of composition where so clearly apparent, which causes 
the observer to predominantly use determinate concepts in their understanding of what they 
are seeing. In Segment Four I attempted to push this sequence of performance even further to 
see if I could create more aesthetic attributes and more successfully create purposiveness in 
the composition.  
 
4.3.4 Segment Four: The Memory Frame 3 
 
This segment of performance is made up of one performance example: The Memory Frame 3. 
Archival footage of this segment can be viewed on Appendix 2.4.   
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Description 
 
EXAMPLE  THE VISUAL THE AUDITORY 
1. THE 
MEMORY 
FRAME 3 
The reversing footage returns to the beginning of the 
man and woman’s playful interaction, at which time 
it reverts to normal speed and starts to play forward.  
 
A live-feed image of the same frame of the footage 
overlays the pre-recorded footage and we see four 
figures overlapped on the screen; the two live 
performers and a digital repeat of their playful 
interaction only moments before.  
 
After time the live female performer leaves the space 
and the lone man sits and watches the footage run 
through. As the footage plays through, the man 
interacts with the image he can see and is a part of.  
 
At one moment in this sequence the live male 
performer puts his hand out to touch the pre-
recorded footage of the female performer – in the 
live space we see his hand extended and in the 
overlapped footage on the screen, we see him 
seemingly touching the female. At one time in this 
interaction, he places his head in such a way that he 
seems to kiss the female on the screen. 
 
At the end of the scene the pre-recorded image fades 
and the man is left alone in the space. 
The piano sound 
continues to be heard 
in synch with the 
video. It echoes and 
sounds distant.  
 
Intention 
 
My intention in creating Memory Frame 3 was to evoke an aesthetic idea; a representation of 
the imagination associated with the concepts of memory, death, loss and grief “which is 
bound up with such a multiplicity of partial representations in its free employment, that for it 
no expression marking a definite concept can be found… [it] therefore adds to the concept[s] 
much ineffable thought… which quickens the cognitive faculties” (Kant, 1914, p. 159).  
 
I approached this by optimising the integrity of the aesthetic attributes I had created in 
Segment Three. From here my intention was to manage the expressiveness of these attributes 
by making them interact and combine in such a way that they would produce an event where 
an aesthetic idea would be evoked.  
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Evolution of the Use of Projection 
 
The development of this Segment was described in detail in Chapter 2: Methodology. To 
briefly reiterate: I was analysing Segment Three away from the rehearsal room using the 
visual presentation of the program Isadora. I was contemplating the expansion of the 
Segment to more fully communicate the concepts of death, memory, loss and grief.  In doing 
this, I found the capability of Isadora to overlap a live feed image of the man with the video 
of the man and woman’s interaction around the piano from Segment Three. At the time, this 
struck me as a technique that could more exponentially articulate the concepts at stake. It was 
not until this idea was enacted in the rehearsal room that its capacity was realised.  
 
The creative team worked with the new technique over a number of improvisation sessions in 
the studio. In our second session, the live performer happened to align his body exactly with 
his pre-recorded self in the frame (his alter ego double). When he did this, I asked that he 
continue to try and mirror his alter ego double to see what might happen. At one time in this 
improvisation, the pre-recorded image of the woman (her spiritual emanation double) put her 
arm around the alter ego double of the man which subsequently made it look as though she 
was putting her arm around the live-feed image of the man. At the time, this was quite an 
impressive moment and was quickly made even more compelling when the live performer 
gently leaned forward (as did his live-feed image) and seemed to kiss the woman’s spiritual 
emanation double. When this occurred in the rehearsal room, it was quite a startling moment 
and evoked, in me, emotions of sadness and despair for the man. Subsequent feedback from 
audiences at work-in-progress showings suggests a similar reaction.  
 
The efficacy of the use of projection in relation to the research question 
 
Dixon’s Projected Doubles, Deterritorialisation and Reterritorialisation  
 
The introduction of the live-feed image of the man was an example of Dixon’s reflection 
double. This use of projection created a “digital image that mirrors the identical visual form 
and real-time movement of the performer” (2007). At this time there were multiple doubles in 
play: the woman’s spiritual emanation double, the man’s alter ego double, and now the man’s 
reflection double. As well this, the whole staging composition also included the live body of 
the male performer.  
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This new ‘reflection double’ had expanded the activation of deterritorialisation and 
reterritorialisation from Segment Three. The man’s body and the space it occupied had again 
been disarticulated and reterritorialised in the composition as a whole. The reterritorialisation 
process had revealed a reflected double that was functioning as a projection of the man’s self 
back into his memory of a time past. As part of this process, the man’s live body was 
intrinsically connected with the projection of himself (because of the mechanics of the 
reflected double) causing a palpable double consciousness.  
 
Aesthetic Attributes  
 
This segment of performance continues to activate the aesthetic attributes identified in 
Segment Three. In addition, the man’s reflected double had become an aesthetic attribute of 
his desire to be reunited with the woman as well as his will to conjure memories of his past – 
in this instance, the first time he met the woman. Again, the man’s reflected double can be 
classified as an aesthetic attribute because of its ability to express consequences bound up 
with the concepts at play. For instance, the presence of the reflected double inside the 
disarticulated space is expressing the pain of the man, which is bound up with memory, loss 
and grief. The image expresses this because his real-time body is actually projected inside his 
own memory, which is composed of the disarticulated space, the spiritual emanation of the 
woman and his own alter ego double.  
 
This is intensified because the live man sitting alone on the stage is manipulating his 
reflection double: trying to interact with the woman. Below is my journal entry that explores 
the feeling this evoked in me: 
 
When the man’s live image is projected into the frame I 
feel so much at the same time. My feelings are kind of 
confused because I can see him with her but I know he 
can’t touch her, because she is in a time passed: a time he 
cannot get back. It reminds me of a dream I once had 
where Person X was going away and I knew I would never 
see her again unless I could speak to her, but I couldn’t 
speak – my mouth would not let me speak. At the time I 
woke with such a feeling of loss, like I had lost something 
so important. I think I felt pain because I could actually 
do nothing about it.     
 
It occurred to me in this Segment that the aesthetic attributes had, as Kant suggested, “taken 
the place of logical presentation; and thus…enliven[ed] the mind…” (1914, p. 158) 
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Purposiveness 
 
Kant’s purposiveness was present in this Segment of performance more than any other in 
Genesis. Part of the reason for this was that the aesthetic attributes in this Segment had been 
built up over Memory Frame 1, 2 and 3. The attributes were being evoked in part via three 
different types of Dixon’s doubles as well as a disarticulated time and space. They were all 
expressing their own consequentiality to the concepts at play. As is characteristic of aesthetic 
attributes, they were also expressing connections with other concepts associated with their 
individual expressions. This build-up of aesthetic referential material was appearing to 
overwhelm any determinate concepts at play in the composition and, in doing so, was 
purporting a certain sense of purpose, without however any clear determinate purpose.   
 
Purposiveness seemed apparent in the sense that all the aesthetic attributes and disarticulated 
elements of the composition appeared connected and relational to the extent there was “a felt 
harmony and accordance of the form of the object with the cognitive faculties” (J.H. Bernard 
in Kant, 1914, p. 10). As Bernard had said regarding ‘nature’, this appearance of unity can 
only be made by the assumption of such a principle as purposiveness. Of course this type of 
purposiveness is also “formal and subjective” (J.H. Bernard in Kant, 1914, p. 10) and 
therefore my analysis must acknowledge this moment as one that needs to be aesthetically 
judged by the observer.  
 
However, another part of purposiveness, as described by Kant, that I did have some continued 
control over was the need for no trace of the compositional rules which Kant said are 
“punctiliously observed”, yet “not painfully apparent” (1914, p. 151). Interestingly, this 
segment of performance was one of the most demanding in terms of the amount of 
compositional rules that needed to be so strictly adhered to. Here are some of those: 
 
• The moving image in the frame needed to look exactly like a moving photograph. 
• The moving image needed to be as clear as possible, it could never be jumpy or have 
static in it. 
• The moving image needed to be an exact replication of the live action that took place 
moments before. 
• The moving image needed to sit neatly inside the projected frame. 
• The piano in the live feed image (the reflected double) needed to be exactly aligned 
as to overlap with the image of the piano in the spiritual emanation. 
• The live man should never allow his reflected double to overlap with the woman’s 
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spiritual emanation in a non-realistic way. 
• The live man should be subtly physically affected when the woman’s spiritual 
emanation seems to touch his reflection double.  
• When the man sits at the piano it should initially be in the exact same position as his 
alter ego double. 
 
All of these compositional rules were created to optimise the integrity of the aesthetic 
attributes and, as a consequence, the integrity of the digital doubles and the disarticulated time 
and space. In doing so, my hunch was that the compositional rules would be so essential to 
the aesthetic attributes, and therefore the experience of the observer, that they would 
disappear from the observers perception and therefore evoke “a felt harmony and accordance 
of the form of the object with the cognitive faculties” (J.H. Bernard in Kant, 1914, p. 10).  
 
Throughout the four creative developments, as my knowledge of what I was doing advanced, 
I came to understand that many of the aesthetic conclusions were inherent in my own intuitive 
tendencies before fully understanding Kant’s aesthetic theorising. The above dot points 
seemed aesthetically right to me. This realisation reminded me of Peter Abbs determination to 
stress the importance and reality of symbolic orders that we emulate and continue, as well as 
Derrida (1992, 1998) and Bolt’s argument (2008) that there is a generative ability in the 
‘performative act’ to reveal ruptures that shift practice. This example of performance had 
indeed felt as though it was part of a symbolic order from the past and, as explicated in the 
next section, seemed to me to reveal a rupture in that order.    
 
A Moment of Implosion 
 
The moment the live man leaned forward (and subsequently so did his reflection double) and 
kissed the spiritual emanation of the woman created a startling effect. At this moment, all the 
digital doubles, the disarticulated space and time, and all the associated aesthetic attributes 
seemed to be involved in a palpable synthesis: a conflation that, in its momentary appearance, 
evoked an insight, an aesthetic idea. 
 
For me, this specific moment of performance is one of the most pertinent to this study, and 
the most powerful in the performance of Genesis. It seemed to capture everything I had been 
contemplating regarding deterritorialisation, reterritorialisation, Dixon’s projected doubles 
and Kant’s concepts pertaining to aesthetic ideas. In addition to this it seemed to capture 
everything I had been contemplating regarding death, memory, loss, grief and a plethora of 
other analogical concepts. Other segments of performance had certainly activated the key 
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concepts presented in this study and were fruitful in terms of their performance outcomes, but 
none had so fully articulated so much of this study in one performative moment.  
 
For me, this moment had become what Lepage had explained: a form that is an incarnation of 
the subjects and themes . I had wished to see death, grief, loss and memory through the veil of 
performance. This example of performance had taken me closest to realising this vision.    
 
4.4 PART III: PERFORMANCE SEGMENT FROM LEPAGE’S WORK 
 
This performance example is used to test the findings and ideas formulated in my analysis of 
the use of digital projection in Genesis.  
 
4.4.1  Opening Sequence of The Far Side of the Moon 
 
Description 
 
EXAMPLE  THE VISUAL THE AUDITORY 
 The lights come up on a man in a 
laundromat. The man prepares his clothes 
and puts them in the washing machine 
that is positioned in the wall. As he 
throws his clothes in, there is a live-feed 
image from inside the washing machine 
that shows the clothes going in as well as 
the face of the main character as he 
throws them in.  
 
 
The man returns to sit down while the 
clothes wash.  
 
After time, he approaches the washing 
machine and looks inside.  
 
The projected image subtly transforms 
introducing handles and studs that suggest 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The sound of radio transmissions 
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that the ‘inside of the washing machine’ 
has become the exterior of a spacecraft.   
 
The man opens the door of the washing 
machine and loses gravity as he climbs 
through the hatch. He can also be seen 
floating in the projected image.  
 
As the man completely enters the hatch, 
he floats away on the projected image as 
well as his real body seen through the 
hatch.  
 
 
is heard, as if in a spacecraft 
 
Introduction 
 
This analysis speculates that deterritorialisation, reterritorialisation, Dixon’s reflected double 
and alter ego double are all active in the segment of performance. It also suggests that these 
attributes evoke Kant’s aesthetic attributes and purposiveness. I also argue that there is a 
moment of Implosion, when Lepage enters the washing machine and is seen to lose gravity in 
the live space and the projected image. To my mind an aesthetic idea was evoked in this 
moment of performance. The aesthetic idea was associated with the concepts of: desire, hope, 
dreams, aspiration and fantasy.   
 
Deterritorialisation, Reterritorialisation, Dixon’s Reflection Double and Double as Alter 
Ego 
 
The moment when the digital projection of the live man appears on the wall next to him is a 
moment of deterritorialisation. As Adrian Parr suggests, deterritorialisation had “freed up the 
fixed relations that contain the body and is now exposing it to new organisations” (2010, p. 
69). At this moment, the digital projection of the man is what Dixon calls a reflection double, 
which mirrors the exact movement of the man in real time. When the man returns to the 
washing machine for the second time and the projected image introduces visual cues related 
to the outside of a spacecraft, his reflection double is simultaneously what Dixon calls an alter 
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ego double. To reiterate, this double presents “another side or visual embodiment of a 
character” (Dixon, 2007, p. 250).  
 
In the initial projection of the reflection double there had been a disarticulation of space as the 
man could be seen in the digital projection from another angle. When the projection and audio 
transformed to include visual and auditory cues related to being in a spacecraft there was the 
introduction of another time/space in the composition. At this time, there were multiple 
disarticulated elements at play: the digital double of the man which was simultaneously a 
reflection double and an alter ego double, and a disarticulated time/space which was 
simultaneously the time/space that we could see the live man standing in as well the 
time/space that was in a spacecraft.   
 
Aesthetic Attributes 
 
In this performance example, the activation of deterritorialisation, reterritorialisation and 
Dixon’s digital doubles evoked Kant’s aesthetic attributes which were expressing themselves 
via a consequentiality to indeterminate concepts, rather than a direct presentation of them. In 
my analysis of the segment of performance, I would suggest the following aesthetic attributes 
were present: 
 
• The alter ego double was an aesthetic attribute of the man’s desires and dreams. 
• The man’s reflection double was an aesthetic attribute of his split reality. 
• The simultaneous activation of the reflection double and the alter ego double in the 
same digital image was an aesthetic attribute that reinforced the simultaneous 
existence of the man’s reality, desires and dreams. 
• The immateriality of the man’s digital doubles was an aesthetic attribute of the nature 
of his imagined self. 
• The two appearances of the washing machine (one in the actual space and the other 
side of it in the digital projection) are, together, also an aesthetic attribute that 
reinforces the simultaneous existence of the man’s reality, desires and dreams. 
 
As was the case in Genesis, these aesthetic attributes were presenting a plethora of aesthetic 
referential material for the contemplation of the observer.   
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Purposiveness 
 
The integrity of the above aesthetic attributes was activating purposiveness in the aesthetic 
composition via the ability of the aesthetic attributes to express the consequences bound up 
with the concepts in play. In this way, they were providing a certain felt harmony and 
accordance of the form with the cognitive faculties (1914, p. 69): a type of purposiveness 
without any clear determinate purpose.  
 
One of the key elements of purposiveness analysed in Part II of this chapter was whether the 
aesthetic composition showed no trace of its compositional rules. In retrospect, this Segment 
in Lepage’s The Far Side of the Moon had an abundance of compositional rules that were 
integral to its presentation. Some of these were:  
 
• The projected double was an exact copy of the live man on stage, even when he was 
climbing through the hatch and seemingly losing gravity. 
• The digital projection needed to be as clear as possible. 
• The digital projection needed to look exactly like the inside of a space craft hatch. 
• The live image needed to cohere as an image of a man in a laundromat. 
• The live man needed to look like he was floating, as in space. 
 
In the unique intra-scenic context that had been established through the activation of 
deterritorialisation and reterritorialisation these rules were integral to the composition of the 
aesthetic attributes and had created purposiveness in the composition.  
 
A Moment of Implosion 
 
The moment the man’s live body moved through the washing machine door / spaceship 
portal, and seemingly lost gravity, created a startling effect. Like the moment of Implosion in 
Genesis, this moment prompted all the digital doubles, the disarticulated space and time, as 
well as all the associated aesthetic attributes to be involved in a palpable synthesis: a 
conflation, that in its momentary appearance perhaps evoked an insight, an aesthetic idea.  
 
The key performance cue that prompted this moment of Implosion was when the real body of 
the actor seemingly lost gravity and impossibly embodied the biological rules of a body in 
space. At this moment I was overwhelmed by the composition in such a manner that 
implicated all the referential material that had been evoked. Through all my research into such 
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moments of performance, Kant’s definition of an aesthetical idea seems to most fully explain 
my experience: 
  
a representation of the imagination associated with a given concept, which is 
bound up with such a multiplicity of partial representations in its free 
employment, that for it no expression marking a definite concept can be 
found; and such a representation, therefore adds to a concept much ineffable 
thought, the feeling of which quickens the cognitive faculties… (1914, p. 
159) 
 
These examples of performance from Genesis and Lepage’s Far Side of the Moon show the 
use of digital projection in performance striving toward the evocation of an aesthetic idea. 
Particular use of the strategies of deterritorialisation, reterritorialisation and Dixon’s projected 
doubles are seen to directly prompt the manifestation of what Kant calls aesthetic attributes 
which can be manipulated in such a way as to evoke a sense of purposiveness in the theatrical 
composition. Segment Four of Genesis as well the example from Lepage’s work also shows a 
similar moment of performance which I have named Implosion. The two moments of 
Implosion analysed in this chapter demonstrate, to my mind, the evocation of an aesthetic 
idea.  
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CHAPTER FIVE: FINDINGS AND CONCLUSIONS   
 
5.1 INTRODUCTION 
 
In this chapter I will take the key concepts presented throughout this study and place them in 
a network of interrelations in order to clarify my findings regarding the key research 
questions in this study. In addition to this I will discuss the significance of the study in the 
field of digital performance and suggest paths for future research, which build on my 
findings.  
 
5.2 HOW MAY PERFORMANCE MAKERS USE PROJECTION TO EVOKE AN 
AESTHETIC IDEA IN CONTEMPORARY PERFORMANCE? 
 
What is an aesthetic idea and why is it significant in contemporary performance? 
 
I propose that Kant’s aesthetic idea is an influential concept in contemporary performance 
work that uses digital projection as a key part of its composition. During my experiences 
using digital projection in my past creations as well as my time observing and researching 
some of the most important digital performances of the past decade I have witnessed a small 
number of moments when digital projection and live performance interacted in such a way 
that it produced what I experienced as an aesthetic idea, following Kant. At these moments I 
also witnessed the effect on audiences and other creatives. Reactions were often audible 
gasps, spontaneous laughter or applause. In all cases when I have experienced these moments, 
I have later heard audience members retelling of these particular moments as the most 
memorable from the performance. Of particular note is the observer’s inability to explain the 
moment in concrete language, which Kant accounts for by saying: “for it [the aesthetical idea] 
no expression marking a definite concept can be found; and … [it] therefore adds to a concept 
much ineffable thought, the feeling of which quickens the cognitive faculties…. (1914, p. 
159) 
 
Through an iterative cycle of practice-led research this study has forensically interrogated 
moments of performance that strive to evoke an aesthetic idea. To my mind I was able to 
create a moment of performance in Genesis that realised an aesthetic idea associated with 
death, memory, loss and grief. To reiterate: I am not claiming that all members of the 
audience experienced the aesthetic idea. The next section of this chapter will clearly articulate 
the productive conditions at play during this moment of performance by drawing on Kant’s 
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key elements of an aesthetic idea as well deterritorialisation, reterritorialisation and Dixon’s 
projected doubles which I have demonstrated as integral to the evocation.  
 
What are the productive conditions at play when digital projection creates an evocation 
of an aesthetic idea in performance? 
 
Through four creative development cycles I came to understand that the key performance 
making techniques I was using were most closely aligned with the field of digital 
performance and intermediality. Deterritorialisation, reterritorialisation and Dixon’s digital 
doubles were all attributes and techniques that were active in my work. I came to understand 
that these attributes were significant in my quest to evoke aesthetic ideas via the use of digital 
projection. 
 
Further scrutiny of these attributes revealed their capacity to, as Petran Kockelkoren suggests, 
extend the observer’s ability to perceive, redistribute social relations – elicit new visual 
language and conferral of meanings. My analysis in Chapter 4 revealed the capacity of 
deterritorialisation and reterritorialisation to unfix elements of the staged composition and to 
give them greater autonomy as well as acquire new functions in the performance space. These 
new functions created a unique intra-scenic context characterised by the newly established 
relations of the reterritorialised and non-reterritorialised elements on stage. At this moment in 
the process, I found there was a new visual grammar emerging where the observer was 
associating live and mediated elements, as well as perceiving their relational value to the 
subjects and themes of the performance. Dixon’s digital doubles were activated as a result of 
deterritorialisation and were key to the nature of the reterritorialisation that occurred. Genesis 
exemplified the use of three of Dixon’s doubles: the reflection double, the alter ego double 
and the spiritual emanation double.  
 
A key element of deterritorialisation, reterritorialisation and Dixon’s digital doubles was there 
capacity to generate, what Kant calls, aesthetic attributes, which to reiterate: 
 
do not constitute the presentation of a given concept itself but only, as 
approximate representations of the imagination, express the consequences 
bound up with it and its relationship to other concepts (1914, p. 158) 
 
In this context, the particulars of the composition prompted the expression of consequences 
associated with a concept (instead of a direct representation). This type of expression became 
a key communication device inside the visual language I had created. One example I analysed 
in Genesis was the immateriality of the projection and its ability to prompt the expression of 
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consequences associated with the concepts of memory, death, loss and grief – some of these 
were: intangibility, elusiveness, something beyond human experience. These consequences 
acted as undeveloped source material to make relationships with other concepts. In this 
example: sorrow, regret, and distress. Aesthetic attributes, generated by my use of 
deterritorialisation, reterritorialisation and the digital doubles, associated themselves with 
indeterminate concepts and diffused in the mind and body a multitude of feelings and 
prospects related to the concepts in play.  
 
This study discovered that an integral part of pushing this symbolic order toward the 
evocation of an aesthetic idea was the ability to create purposiveness in the aesthetic 
composition. Examples cited in Lepage’s The Far Side of the Moon and noted in Genesis 
suggest this is possible via the nature of the aesthetic attributes. By expressing consequences 
and relationships to other concepts in a way that “enliven[s] the mind by opening out to it the 
prospect into an illimitable field of kindred representations” (Kant, 1914, p. 158), aesthetic 
attributes prompt a certain purposiveness that “resides in the felt harmony and accordance of 
the form of the object with the cognitive faculties” (J.H. Bernard in Kant, 1914, p. 10).  
 
Further scrutiny of the key characteristics of purposiveness revealed the need to keep the 
aesthetic composition away from determinate concepts by hiding the structural rules as much 
as possible. From a directorial perspective, this meant that I needed to create a performance 
composition (or performance moment) that showed no trace of the compositional rules it was 
created with. This allows the referential material, which has been created by the aesthetic 
attributes, to become the lead communication strategy. In this scenario, the observer is 
involved in an aesthetic apprehension.  
 
Another key finding of this study was the identification of similar key moments in Genesis 
and Lepage’s The Far Side of the Moon. Both of these moments created an intense emotional 
response in the researcher and many audience members.  These moments I came to call 
Implosion because of their ability to erupt inward all the disarticulated elements and their 
associated aesthetic attributes, which had been evoked by deterritorialisation and 
reterritorialisation. This is the moment I propose evoked an aesthetic idea.  
 
The productive conditions I identified when digital projection creates the evocation of an 
aesthetic idea can be understood as a chain of consequence: 
 
• The performance maker can use deterritorialisation to create disarticulated elements 
in the performance space.  
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• Reterritorialisation can occur when the disarticulated elements become autonomous 
in the performance space by acquiring new functions (In all segments of performance 
analysed in this study Dixon’s digital doubles were a direct result of this process). 
• The performance maker then needs to identify and activate the new functions of the 
autonomous elements in a manner that aesthetically resonates with the key concepts 
in play.  
 
Aesthetic attributes will be activated as a result of the new functions of the disarticulated 
elements. 
 
• The performance maker brings the aesthetic attributes into their control by 
fashioning the staged particulars in such a way that they prompt consequences 
associated with the given concepts being adhered to in the performance work 
 
If the aesthetic attributes are working to their potential they will reveal relationships with 
other indeterminate concepts and stimulate the imagination to think more through free 
association which goes beyond merely understanding the determinate concepts of the work.  
 
If the aesthetic attributes are fashioned with careful management of their unique 
compositional rules, a strong purposiveness will be apparent in the aesthetic composition. 
Here, the particulars of the aesthetic composition and the concepts in play will become 
contingent upon one another.  
 
• In this compositional milieu the performance maker can then create a moment of 
Implosion: a performance cue or cues that conflates the various disarticulated 
elements in the composition (it will often be the live and mediated). The performance 
cue should seem impossible in its moment of presentation because of the absence of 
determinate concepts to understand it. In this moment the aesthetic attributes will 
become direct substitutes or proxies for ideas, taking the place of logical presentation. 
In this process the staged particulars and their associated concepts will crystallise: 
become one.  
 
5.3 PART II: SIGNIFICANCE AND FURTHER RESEARCH  
 
These findings offer performance makers a practical and knowledgeable way to use digital 
projection in performance in order to more fully control the creation of aesthetic languages 
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that communicate via the sensual realm. Further, they offer productive conditions that can be 
used to move toward the evocation of an aesthetic idea via the use of digital projection in live 
performance.  
 
Peter Abbs referred to the aesthetic as “a basic modality of human intelligence and that it is 
enhanced and developed through the symbolic forms of the arts” (1989, p. 11). This study has 
enhanced and developed the use of projection in live performance by forensically 
investigating moments of performance that attempt to communicate indeterminate concepts 
and ideas from the heart of the human condition. In doing so, this study has contributed to the 
development of an aesthetic form that is excitingly new and increasingly important. 
 
I suspect that deterritorialisation and reterritorialisation, and their ability to create the 
productive conditions for a moment of Implosion, is not restricted to the use of digital 
projection in live performance. During the development of this study, I became aware of 
theatrical performances that use these key attributes via text-based strategies that might work 
in a similar fashion to what has been described in this study. Further investigation into this 
area would be of great interest because of the possibility of honing these art-making strategies 
and finding new ways to communicate to audiences based on this knowledge.  
 
I would argue that the use of digital projection in live performance is an important technology 
for performance makers to pursue. In Mapping Intermediality in Performance, the editors 
suggest there may be something distinctive about the ways in which mediums work together 
in digital culture to challenge established modalities of experience. In revisiting Kant’s 
theories of the aesthetic realm, I argue that there is indeed something distinctive about the 
ways in which digital projection, live feed cameras and the human body can interact to 
challenge established modalities of experience. They offer the possibility of embedding ideas 
and concepts inside particular performance gestures prompting a distinctive type of 
perception by the audience – one in which they are connecting the intra-scenic particulars of 
the live stage composition with ideas that are beyond the realms of determinate experience. In 
doing so, indeterminate concepts from the rationale brain can influence the way we live and 
operate in our world.   
 
During the course of this study, I have understood more clearly Robert Wilson’s lament that 
“we have failed to develop an adequate visual book for the theatre” (in Delgado & Heritage, 
1996). I believe he is correct. In a world inundated with images of a constructed existence, 
performance makers must pursue this line of enquiry to develop a deeper understanding, and 
communally take control, of our visual literacy – a literacy that has a long tradition in the 
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theatre but one which is now struggling for clarification in the context of rapid innovations in 
technologies and creation of screen content.   
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